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ABSTRACT
Martial Caillebotte’s Mélodies and Scènes Lyriques: Analytical Essays and Performance Guide
by
Dominique McCormick
Advisor: Dr. Sylvia Kahan
Composer, pianist and photographer, Martial Caillebotte (1853–1910) was the unknown
younger brother of famous Impressionist painter, Gustave Caillebotte. Martial studied piano and
harmony at the Paris Conservatory from 1870–1874. Martial created a substantial number of
musical compositions including mélodies, scènes lyriques, operas, symphonic poems, as well as
sacred choral and symphonic works. Born into a wealthy Parisian family, he did not need to
work for a living and did not self-promote, therefore his pieces were rarely performed and after
his death, most of his compositions were left in family archives. In the late 1990’s a rebirth of
interest in the Caillebotte name (both Gustave and Martial) and artistic contributions led to the
rediscovery of Martial Caillebotte’s music and current research.

There is little scholarly work written on Martial Caillebotte, therefore this dissertation is meant
to serve as an in-depth academic study and presentation of Martial Caillebotte and his works.
Chapter 1 provides a biographical and historical examination of Caillebotte’s life and musical
influences. A listing and description of his compositions are provided along with corresponding
reviews and historical journal announcements. Chapter 2 is dedicated to the poets that Caillebotte
set to music: Théophile Gautier (1811–1872), Pierre de Ronsard (1524–1585), Olivier Basselin
(1400–1450), Félix Arvers (1806–1850), L. Gilis (dates unknown), and Alfred de Musset (1810–
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1857). Chapter 3 presents analytical essays and performance practice suggestions for
Caillebotte’s mélodies and scènes lyriques for voice and piano: “Sérénade,” Mignonne, allons
voir si la rose,” “Chanson,” “Sonnet,” “Le Nuage,” and “Attente.” The analytical essays are
presented in the following outline: Text of the poem in French/translations in English; poem
analysis; Caillebotte’s setting of the poetry; and musical analysis. A full score as well as musical
examples are provided for each mélodie. Two appendices provide information on the three
recordings by Chœur Régional Vittoria Île-de-France of Martial Caillebotte’s choral works
(2012, 2014, and 2017) and chronological listings of the 21st century live performances of
Martial Caillebotte’s compositions.
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Preface
The Modern Rediscovery of Martial Caillebotte’s Music
The name Caillebotte brings to mind the famous Impressionist painter Gustave
Caillebotte (1848–1894), whose most famous painting Paris Street; Rainy Day (1877) is housed
in the Art Institute of Chicago. Over this past decade, there has been a rebirth of interest in other
members of the Caillebotte family as well, specifically in the youngest brother, Martial
Caillebotte (1853–1910).
Martial Caillebotte was a composer, photographer, boatman, philanthropist and avid
stamp collector. Born in Paris, he spent much of his life either there or at the family’s country
home in Yerres, in the department of Essonne. Martial spent his life in relative obscurity,
compared to his father, who was a wealthy merchant inducted into the Legion of Honor; his
brother the famous painter; and another brother, a respected church leader. During his lifetime,
Martial Caillebotte’s compositions did achieve some local notoriety, but after his death, his name
was largely forgotten.
However, his works have gained greater recognition recently thanks to the efforts of
French baritone Benoît Riou (b. 1968). Riou has had a successful career as soloist, historian and
antique book collector. In 1998, he was approached by his childhood friend Gilles Perrot, the
director of culture of Yerres and the manager of the Caillebotte property at that time, to give a
recital at the Caillebotte family home. Searching for music that would reflect the artistic talent of
his older and more famous brother, Gustave Caillebotte, Riou happened upon a recording of four
of Martial Caillebotte’s mélodies (“Sonnet”, “Le Nuage”, “Mignonne allons voir si la rose” et
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“Chanson”) by celebrated French baritone Mario Hacquard and pianist Claude Collet, on an
album entitled Mélodies Françaises oubliées.1
Intrigued by these pieces, Riou began to research Martial Caillebotte in depth. After
failing to find any documentation about the composer or his musical scores, Riou contacted the
CD label, Aliénor. The record company put Riou in touch with Mario Hacquard, who then
directed Riou to Pierre Wittmer, one of the most well-known experts on the Caillebotte family.
Wittmer introduced Riou to Patrick Chardeau, Martial Caillebotte’s great grand-nephew, who
was a tremendous resource.
In preparation for the recital, entitled “Autour de Martial Caillebotte” (About Martial
Caillebotte), Riou was allowed access to the Caillebotte family archives. The Caillebotte
descendants possessed many of Martial’s original compositions, which were packed away in
boxes in a storage space. From these holdings, Riou extracted some of the mélodies and pieces
for piano that were ultimately performed at the recital, which took place on February 7, 1999.
Riou developed a passion for Caillebotte’s music and continued to present Caillebotte’s
works from time to time. On November 26, 2000, he returned to Yerres to perform a concert in
the Orangerie on the Caillebotte property. On this occasion, he presented the first twenty-first
century performances of Martial Caillebotte’s complete Scènes et Mélodies, a collection of ten

1

Mélodies Françaises oubliées, Mario Hacquard (baritone), Claude Collet (piano), CD, Alienor
1075, 1997. Other composers featured on this recording are Valentin Neuville (1863-1941),
Alfred Bruneau (1857-1934), Louis Durey (1888-1979), Henri Tomasi (1901-1971), and Jean
Hubeau (1917-1992). Hacquard was born in Paris in 1953. He studied at the Paris Conservatory
and at the young artists studio at the Bastille Opera. He is considered to be a French mélodie
specialist. Towards the end of his career, he became an opera director and was co-founder of the
Festival de Musique de Chablis Porte d’Or de la Bourgogne. See “Hacquard, Mario,”
https://www.theatreonline.com/Artiste/Mario-Hacquard/7681
xv

works.2 In addition to song repertoire, the pianist for this concert, Sandra Boyer, also performed
excerpts of Caillebotte’s Airs de Ballet (1887) and a piano reduction of excerpts of his Une
Journée, a symphonic poem (1889).
In 2004, Riou once again returned to perform at the Caillebotte property. The purported
purpose of the event was the promotion of a limited edition of a macaroon dubbed “Gustave.”3
The repertoire presented on this occasion was Martial Caillebotte’s aria for baritone “Couplets de
Don Etur” from opera Don Paez (1877), and excerpts from his opera Les Deux Cortèges (1906).4
Now determined to make Martial Caillebotte’s compositions his professional mission,
Riou received permission to return to the Caillebotte family property in Yerres to examine more
of Martial Caillebotte’s music. In the storage space, he unearthed many more original and
unedited scores hidden away in old chests. Riou found manuscripts to operas, scènes lyriques,
mélodies, symphonic scores, and the original manuscript of the orchestral score to Caillebotte’s
Messe Solennelle de Pâques for soloists, choir and orchestra. Realizing he had struck gold, Riou
contacted Michel Piquemal, the director of the Grand Chœur de l’Abbaye aux Dames de Saintes
and regional choir of Paris Île-de-France, Chœur Vittoria, and the two men created a partnership.
Piquemal was equally passionate about French music of the late-nineteenth century; he sought a
publisher for Caillebotte’s Messe Solennelle in hopes of having one of his choirs perform the

2

“Sérénade,” poem by Théophile Gautier, “Mignonne, allons voir si la rose,” poem by Pierre de
Ronsard, “Chanson,” poem by Olivier Basselin, “Sonnet.” poem by Félix Arvers, “Le Nuage,”
poem by Théophile Gautier, “Attente,” poem by L. Gilis, “La Fuite,” poem by Théophile
Gautier, “À Lydie” poem by Alfred de Musset, “Le Soupir du More,” poem by Théophile
Gautier and “La Fiancée du Timbalier.” poem by Victor Hugo.
3
For the promotional event for the “Gustave” macaroon, the pastries were made by Yannick
Lefort, a local baker and macaroon specialist who created a special recipe featuring the flavors of
rose and pear, Gustave Caillebotte’s favorites.
4
Assisting Riou in the performance were tenor, Alain Giron and soprano, Florine Olivier. Vadim
Sher was at the piano.
xvi

work. On November 6, 2010, Piquemal’s Grand Chœur presented Messe Solennelle de Pâques in
concert at the Abbaye aux Dames in Saintes, France (department of Charente-Maritime).
On March 24, 2011, Riou first introduced Caillebotte’s works to a Parisian audience, on
the occasion of the opening of a Gustave Caillebotte retrospective at Paris’s André-Jacquemart
Museum, which featured Martial’s photography paired with Gustave’s paintings.5 Although
Gustave’s celebrity ultimately was the main attraction for this exhibition, it brought to light the
manifold talents of Martial as both photographer and composer. For the opening, Riou organized
a performance of works by the composer. He sang some of Martial Caillebotte’s mélodies and
pianist Michel Geoffroy performed Airs de Ballet, nos. 2 and 4. In the program notes, Riou
described Caillebotte’s music as a cross between the Germanic and French styles of the end of
the nineteenth century.
Soon after this exhibit, Piquemal and Riou once again joined forces to record
Caillebotte’s choral music with the Chœur Vittoria and produced a CD of Caillebotte’s Messe
Solenelle de Pâques.6 (2012). Riou provided the historical background and liner notes for the CD
jacket and assisted on the recording.
In 2012, I was in Paris, having lived, studied, and worked there for over ten years. During
the 2012-13 season, I had the opportunity to work as soloist with Chœur Vittoria when I was
asked to perform as soprano soloist in the twenty-first century premiere of two of Caillebotte’s
sacred works, Dies Irae (1882) and Psaume 132 (1887). Singing through the scores, I was

5

The exhibition, “Dans l’intimité de frères Caillebotte Peintre et Photographe,” took place May
25- July 11, 2011.
6
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immediately taken by Caillebotte’s compositional style and marveled at the complex harmonies,
well-developed thematic elements, wandering tonalities, and evasive cadences. I found
Caillebotte’s music reminiscent of the compositions of Duparc, Chausson, and Massenet, with a
touch of Wagner, all in one sweep. I participated in the Chœour Vittoria’s tour of France in 2013.
Caillebotte’s works were featured prominently in these programs, and his music was introduced
to audiences all over the country. Thanks to these performances, Martial Caillebotte’s musical
talents were brought to light in a realm apart from his brother Gustave’s influence and celebrity.
The Chœur Vittoria went on to make another recording of Dies Irae, Une Journée and Psaume
132 (2014).7
Benoît Riou, who served as historical consultant and contributor to the CD liner notes,
attended one of the concerts in which I sang, and we struck up a friendship. When I told him that
I was interested in Caillebotte’s melodies, he kindly directed me to the collection of Caillebotte’s
Scènes et Mélodies, published by Hartmann in 1884. I opened the score and recognized the
significance of this composer and his works.
The goal of my doctoral research, which has turned into a magnificent obsession, is to
document Martial Caillebotte’s musical contributions and to study and analyze his body of work.
On March 19, 2015, at Elebash Hall in New York, accompanied by pianist Eric Segewick, I
featured four of Caillebotte’s melodies in their American premiere of the composer’s
“Sérénade,” “Mignonne, allons voir si la rose,” “Le Nuage,” and “Le Sonnet.” On March 12,
2017, in Houston, Texas, pianist Keith Weber, I performed Caillebotte’s scène lyrique entitled
La Fiancée du Timbalier (poetry by Victor Hugo) under the auspices of the Grace Song concert
series. A month later, the same concert was performed in New York at the CUNY Graduate
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Center’s Elebash Hall as completion of the recital requirements for my doctorate. I have
presented lecture-recitals on Martial Caillebotte at SongFest in Los Angeles, CA (June 21, 2016)
and at the Houston (TX) Tuesday Musical Club lecture series (January 30, 2018). When it came
time to choose a topic for my dissertation, I knew that I had to make Caillebotte’s melodies the
focus of my studies.
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Thesis Statement
The purpose of this research is to provide comprehensive, scholarly documentation on the
life and musical works of the largely forgotten French composer and pianist, Martial Caillebotte
(1853–1910). Caillebotte’s significant compositional contribution of operas, symphonic works,
mélodies and scènes lyriques occurred at a time when Paris was experiencing an outpouring of
artistic and musical creativity, the Belle Époque (1870–1910). Caillebotte’s body of work merits
resurrection and reinsertion into the 19th century French repertoire for the reasons outlined
below.
The musical and harmonic analysis of Caillebotte’s compositions found in chapter 3
provide evidence of his great technical skill and sensitivity. Heavily influenced by Wagner,
Caillebotte’s works are flooded with rich leitmotivic material, evaded cadences and wandering
tonal centers. Caillebotte used what were considered at the time to be experimental harmonic
relations and paired these techniques with refined text painting and musical illustrations of
subjects and imagery found in his mélodies, scènes and operas. Critical reviews and newspaper
articles from both Caillebotte’s time and modern day are presented to highlight Caillebotte’s
musical imprint on French culture and the publics’ reactions to his music. Although little is
known today about this man, the complexity and subtlety of his works are still remarkable today;
his compositional prowess can explain his inclusion in groups of much better known composers,
however his family’s situation made it unnecessary for him to promote his works as most of his
contemporaries were obliged to do.
Caillebotte studied harmony and piano at the Paris conservatory (1871–1874) under the
tutelage of Théodore Dubois (1837–1924) and Antoine Marmontel (1816–1898). Dubois was
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one of the founders of the Parisian music association for performers and composers, Société
Nationale de Musique (SNM). Caillebotte’s operatic and solo piano compositions were presented
through SNM’s concerts and recitals along with such contemporaries as, Gabriel Fauré (1845–
1924), André Messager (1853–1929), Charles Gounoud (1818–1923), Jules Massenet (1842–
1912) and Camille Saint Saëns (1835–1921). Caillebotte was a recognized active member of the
musical community, performing and submitting compositions for other significant musical
organizations such as, the Cercle des Mirlitons and the Cercle Volney.
Caillebotte was raised in an affluent and influential Parisian family. Although Caillebotte’s
fortune could have brought him considerable renown, he did not need, nor did he aspire to a
grand career. His retreat into musical obscurity was not only self-inflicted but certainly
exacerbated by living in the shadow of his older brother’s celebrity; the Impressionist painter
Gustave Caillebotte. This significant brotherly relationship will be explored in depth exposing
the influence Gustave’s artistic circle had on Martial’s music. There is very little written on
Martial Caillebotte specifically, biographical information, including an overview of the
economic and cultural environment into which he was born, is presented in the biographical
section of Chapter 1 as a mosaic created from family archives and other contemporaneous
sources.In addition to Caillebotte’s biography, a chronological listing of Caillebotte’s
compositions, performances, reviews and programs is presented. In chapter 3, essays on six of
Caillebotte’s mélodies display for the first time a harmonic analysis of his music and
interpretation of the relationship between the music and the poetry. Performance guide
commentary is included and is intended as suggestions for performance practice of these
melodies. These insights are based on coachings and collaborative work with Michel Piquemal,
Benoît Riou, François LeRoux, Isabelle Poulenard and Marie Paul Sereguet, who are all French
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performers or conductors who specialize in 19th century French music. The stylistic
interpretations suggested herein are personal choices based on my work as a professional singer
who studied and performed in France for over twelve years. The performance guide
commentary is meant to complement the harmonic and poetic analysis.
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Chapter 1
Historical and Biographical Background of Martial Caillebotte

Caillebotte Family History

Martial Caillebotte’s Parents
The first traces of the Caillebotte name and family line can be traced back to the 1600’s,
in the city of Domfront, in the Orne Department in northwest France. The family’s wealth
originated from the Féron-Michel family, whose business was fabrication of blankets and linens.
Martial Caillebotte’s father, also named Martial (1799–1874), was the son of Adélaïde Françoise
Féron (1777–1815) and nephew of Charles Féron (1781–1853), from whom he inherited the
family business in 1828, which he ran until 1871.8 He was extremely successful, supplying a
large part of the clothes and linens for the army of Napoleon III (1852–1870).9 After inheriting
Féron-Michel’s business, Caillebotte père (father) moved to Paris the same year, where he
married his first wife, Adèle Zoé Boissière (1810–1836). The couple had two children, Léonie
(1830–1836) and Alfred (1834–1896). Adèle passed away in 1836, soon after Léonie’s death. On
January 23, 1843, Martial Caillebotte married Eugénie Lemasquier (1813–1844). This marriage
produced one child, Max (1844), but both mother and child died during the birth. Martial’s third
marriage, to Céleste Daufresne (1810–1878), occurred on September 22, 1847. This marriage
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produced three sons: Gustave (1848–1894), René (1851–1876), and –the principal subject of this
study– Martial (1853–1910).10
The senior Martial provided a financially comfortable, culturally diverse, and socially
active milieu for his family. He played an important role in Paris society as the Director of
Business Affairs for the Tribunal of Paris and consultant for the Ministry of Commerce. As
befitting the mores of the upper bourgeoisie, the Caillebottes made charitable works a priority.
Among their contributions was a donation of 10,000 francs (approximately equivalent to
$3,400,000 in 2020) to the restoration of the dungeon of the Château of Domfront, a historically
important military site in the city of Caillebotte’s birth.11 For his contribution, he was awarded
the prestigious Legion d’honneur in 1862.12 The image below of an article from the Parisian
newspaper La Presse (July 21, 1862) (Fig. 1.1) references Martial Caillebotte’s altruism and his
nomination to the Légion d’honneur.

Figure 1.1. Excerpt from a newspaper article from La Presse about Martial Caillebotte
père (July 21, 1862). The notice commends Caillebotte for his “advice and example. . . .
10
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His achievements, justly appreciated, received their award and at the proposal of the
minister of commerce, M. Caillebotte is nominated the Knight of the Legion of Honor.”
In 1866, the Caillebottes purchased a three-story townhouse at 77, rue de Miromesnil, in
the newly fashionable Eighth arrondissement (district), designed and constructed by Baron
Eugène d’Haussmann (1809–91) during Haussmann’s celebrated architectural reconstruction of
Paris.13 During that same period, the Caillebotte family acquired a vacation home in Yerres, in
the southeastern suburbs of Paris, where the four brothers – Alfred, Gustave, René and Martial –
could engage in a variety of outdoor activities, such as horseback riding, yachting, and hunting.

The Four Caillebotte Brothers
Alfred Caillebotte
Alfred Caillebotte was born in 1834 and lived the first thirteen years of his life in familial
upheavals. He had lost his mother and sister at an early age. His stepmother was with him for
only a short time as well, since she passed away in childbirth. It was only with his father’s third
marriage and with the birth of his younger half-brothers that Alfred was able to experience some
stability.
Alfred was highly respected, serving from 1885 as curate at the Church of Notre-Damede-Lorette in Paris’s 9th arrondissement. Alfred endeared himself to the parish through his
financial generosity, as well as his fund-raising ability. Much like his father, Alfred used his
affluence to help others less fortunate and to beautify the churches in which he served. His
generous contributions to Notre-Dame-de-Lorette made it possible for the church to address
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many structural needs, including the altar, the sanctuary, and the organ. Alfred also used his
personal funds to contribute to the church’s charitable services. The families and communities
who benefitted from his generosity publicly honored Alfred in 1891. He was named Honorary
Canon of the Archdiocese of Paris by Cardinal Richard (1819–1908), the archbishop of Paris. In
1896, Alfred passed away from a brain aneurysm. His funeral was attended by many in the
diocese and by family and friends. He insisted on no flowers or frills. He wanted any money to
be given to the charities of the parish.14
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Gustave Caillebotte
The most celebrated of the four brothers was Gustave (1848-1894), known to posterity as
a famous painter, philatelist, gardener, and racing boatman. Gustave is considered by some
scholars to be the protector of Impressionism.15 The artistic movement of Impressionism
(1870’s–1890’s) began as a rejection of the painting techniques, subject matter and style favored
by the artists and professors of the Académie de Beaux-Arts. Before the Impressionists, French
painters traditionally depicted religious scenes, historic portraits and tableaus using muted color
palettes and dark tones. In contrast, Gustave experimented with vivid color and light, and used a
paintbrush stroke technique that blurred images. His choice of subject matter celebrated nature
and highlighted landscapes. Gustave was one of the first artists that demonstrated the style which
became known as Impressionism.
There were other artists who shared Gustave’s taste and style (Monet, Renoir, Degas,
Manet, Pisarro). Being independently wealthy and passionate about this new artistic
development, Gustave encouraged and commissioned artists such as these to present in
exhibitions, especially in the Exposition des impressionists (April 1874, Paris)16. He also
presented his own artworks in these exhibitions from time to time, but his primary goal was to
support and highlight the talent of his friends.
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At the insistence of his father, Gustave studied law, receiving a law degree in 1870.17
After a stint in the military reserves, Gustave studied painting in a local Parisian atelier with
Léon Bonnat (1833–1922), painter and professor at École of Beaux-Arts. to help him gain
entrance into the school. He was admitted in 1873 and continued his studies with Bonnat.18
Gustave was a nautical designer and member of the Paris yacht club, Cercle de la Voile. He
purchased property in Petit-Gennevilliers in 1881. He and his partner Charlotte Berthier (Anne
Marie Hagen 1858–date of death unkown) split their time between Paris and Petit-Gennevilliers
from 1881–87. The village’s industrialized area was the perfect spot to mount his own naval
engineering enterprise, “Chantier Naval de Luce” (1885) and provide a meeting place for his
yachting club.19
After the death of Martial Caillebotte père in 1875, the brothers received a substantial
inheritance, and Gustave officially became a member of the artistic Parisian world. He entered
his famous painting, Raboteurs de parquet, (Fig 1.2) into the Salon des Refusés (1876).20
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Figure 1.2 Gustave Caillebotte, Les Raboteurs de Parquet (1875).

Gustave presented his works in order to establish himself in the artistic world, never with
the goal of selling his paintings. This helped him to establish close friendships with Claude
Monet, Edgar Degas, Pierre August Renoir, and Camille Pissarro. Between 1874 and 1892,
Gustave purchased Monet’s paintings and provided monthly stipends to Pissarro and Renoir in
times of financial struggle. Gustave continued to present his works along with those of his
comrades in the Impressionist exhibits of 1876, 1877, and 1879.21
The friendships among all these artists were important, but Gustave was the closest to
Pierre-Auguste Renoir (1841–1919). In 1883, Gustave’s partner, Charlotte Berthier, was the
subject of one of Renoir’s paintings (see Fig. 1.3). Moreover, Renoir was one of the executors of
Gustave’s artwork after his death in 1894.22 Gustave took great pleasure in financially supporting
21
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the work and talents of his friends and colleagues, which allowed artists like Monet and Renoir
to complete great works and present them in exhibitions without financial stress.23

Figure 1.3. Auguste Renoir, Mlle. Charlotte Berthier (1883).

An example of Gustave’s generosity can be found in the correspondence between the
artists. In July 1879, Gustave sent to Pissarro one thousand francs, a magnanimous sum. 24 Four
years later, in 1883, Pissarro wrote to Monet, “I have lately had nothing but a few small sales at
long intervals to timid little amateurs, and I have been very fortunate to have had Caillebotte to
help me get through the summer. Without his help, the sales would not have been enough to save
me from ruin.”25
It is noteworthy that Gustave financially supported only male artists. Although he
appreciated and admired the works of Mary Cassatt and Berthe Morisot, he never purchased their
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works.26 It may be that he preferred to support financially the artists with whom he socialized.
Often at his suggestion, many of Gustave’s literary friends and artists would meet for dinner or
for an evening of intellect conversation at the Café Riche in the 9th arrondissement.27 It was here
that Monet, Renoir, Degas, Pissarro, and Sisley would mingle with writers, such as Gustave
Geoffroy and Octave Mirabeau.28 Much like his older brother Alfred, Gustave’s altruistic nature
was evident to those who knew him. Today, we benefit from Gustave’s relationships with and
financial support of artists, as our museums house many Impressionistic works.
Gustave died in 1894 from complications of a stroke. His funeral was performed by his
brother Alfred, and his body was laid to rest at the Père Lachaise cemetery in Paris.29
Announcements of Gustave Caillebotte’s death listed the brothers Alfred and Martial as
survivors. The following clipping from La Croix (Fig. 1.4), Tuesday February 27, 1894,
identifies Alfred as priest and Martial as composer.

26

Ibid., 18.
Ibid., 16. The Café Riche was a famous restaurant where important literary, musical and
artistic figures of the 19th century, such as Baudelaire, Dumas, Offenbach, Maupassant and Zola,
gathered to eat and converse. It closed in 1916.
28
Ibid., 16.
29
Musée Jacquemart-André Institut de France, Dans l’intimité des Frères Caillebotte Peintre et
Photographe (Paris: Skira Flammarion, 2011), 22.
27

9

Figure 1.4. Obituary of Gustave Caillebotte, “Echos et Nouvelles,” La Croix (February 27,
1894). “We announce the death, in Gennevilliers, the painter G. Caillebotte from which
impressionism was born fifteen years ago. Providing a beautiful contribution, the artist helped
his struggling friends who shared his artistic passion and preoccupations with the aid of his
money and his activities. The moment of triumph has come, and Mr. Caillebotte gave up the
fight. He had a brother who is the Abbey Caillebotte, a priest of Notre-Dame-de-Lorette, and of
the composer of music Martial Caillebotte.”

René Caillebotte
René Caillebotte was born in 1851 in Paris and died there, unmarried, in 1876 at the age
of 25. In most of the historical documentation of the Caillebotte family, there are hardly any
references to René. However, René does appear in Gustave’s paintings. Gustave captured René’s
personality in Jeune homme à la fenêtre (Young Man at His Window, 1875) (Fig. 1.5a) and
Luncheon (Lunch, 1876) (Fig. 1.5b). Both canvasses give a view of the family’s bourgeois
environment, and Luncheon depicts the both the affluence of the household and the relationship
that Gustave had with René and their mother.

10

Figure 1.5a. Gustave Caillebotte, Jeune homme à la fenêtre (1875). René Caillebotte is the figure
looking out the window of the family home.

Figure 1.5b. Gustave Caillebotte, Luncheon (1876). The three people depicted are Madame
Celeste Caillebotte, her butler and René Caillebotte.

Martial Caillebotte
Martial Caillebotte (April 7, 1853 – January 16, 1910) was born in Paris at 15230 rue du
Faubourg Saint-Denis (see Fig. 1.6), the youngest child of Martial and Celeste Caillebotte. He
was a published composer, a talented and exhibited photographer, a pianist, a boatman, and an
avid philatelist.31

Originally the Caillebotte family address was 160 rue du Faubourg Saint-Denis in the 5th
arrondissement, but as Georges-Eugène Haussman began his reconstruction of Paris in 1853 the
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June of 1866, Martial took First Communion.32 In 1870, Martial

Figure 1.6. Birth certificate of Martial Caillebotte. Archives of the
Préfecture du Département de la Seine.
entered the Paris Conservatory under the tutelage of Antoine Marmontel (1816–1898) in piano
and Théodore Dubois (1837–1924) in harmony.33 During Martial’s first year at the Paris
conservatory, Napoleon III declared war on Prussia (Franco-Prussian war, 1870–1871). Martial
was not eligible to fight in the war for he was only 17 years old. His older brother Gustave was
enlisted to the Garde Nationale de la Seine and served from July 1870 to March 1871.34

32

Ibid., 21.
Ibid., 21.
34
Kirk Varnedoe, Gustave Caillebotte (New Haven and London: Yale University Press, 1987),
2.
33

12

Caillebotte’s time at the Paris Conservatory overlapped with that of Claude Debussy
(1862-1918), who entered the Conservatory in 1872 at age eleven. Although no documentation
has been found to indicate that Caillebotte and Debussy crossed paths, they surely met in recitals
and classes organized by their professor, Antoine Marmontel (1816–1898).35 July 20, 1874, after
four years of study and at the age of 21, Martial received the diploma of deuxième accessit (2nd
place honorable mention) in Harmony.36 (See Fig. 1.7a and 1.7b)
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Figures 1.7a and 1.7b. Program for the 1874 Distribution of Prizes from the Paris Conservatory,
and the commendation of Martial Caillebotte’s 2e accessit in Harmony.
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The years after Martial Caillebotte left the Conservatory were difficult, with the deaths of
Martial’s father in 1875, his older brother René in 1876, and his mother in 1878. The death of
René in 1876 reinforced an intimacy among the three remaining brothers. While Alfred was the
curate at Notre Dame de Lorette, Martial and Gustave continued to live together in the family
home on rue Miromesnil from 1878–1887. Martial and Gustave shared a love of the arts and
culture, as well as yachting, gardening, and stamp collecting, possessing one of the largest stamp
collections in history. 37 They were both members of the Cercle de la voile de Paris, a boat-racing
association of which they were both lifelong members. (see Fig. 1.8 and Fig. 1.9).
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Figure 1.8. Letter confirming Martial Caillebotte’s membership in the
Paris Cercle de la Voile in 1878.

16

Figure 1.9. Picture from the Bulletin du Cercle de la Voile de Paris, 1901. Martial Caillebotte is
third from the left. Photographer unknown. Used by permission.
On June 11th, 1887, Martial married Marie Minoret (1863–1931)38 at the Church of Saint
Paul, with Alfred officiating.39 (Fig. 1.10). Soon after the marriage, Martial and his wife moved
to an apartment behind the Opéra Garnier at 9 rue Scribe. At this point Gustave and Charlotte
settled more permanently in Petit-Gennevilliers.40 According to anecdotal family stories,
Martial’s wife Marie did not approve of Gustave and Charlotte living together without benefit of
marriage. This obstacle, however, did not deter the brothers from spending time together;
traveling back and forth from Paris to Petit-Gennevilliers.
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Figure 1.10. Acte de Mariage from the Archives de Paris of Martial Caillebotte and
Marie Minoret, June 11, 1887, signatures of Martial Caillebotte, Marie Elisa Camille Agilie
Minoret, Gustave Caillebotte, Eugène Daufresne, Georges Minoret, Camille Minoret, Nicolas
Morot, Marie George Minoret.
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Martial’s life and activities were influenced and informed by the social life and artistic
contributions of his brother Gustave. The brothers were very close. Martial was always part of
Gustave’s social and artistic activities,41 and often spent many evenings at the Café Riche
alongside Gustave and his literary and artistic friends. Through his brother’s circles, Martial
formed a friendship with celebrated painter Claude Monet (1840–1926). In 1894, Martial invited
Monet to take a boat trip with him to inspire Monet to make paintings of the sunsets.42 After
Gustave’s death, Monet sent a letter directly to Martial:
My dear Martial,
I wanted to write to you, but I have been working a lot at this moment, which has slowed
me down. This morning I received Gustave’s photographs, which made me happy. I
thank you very much and thank you as well for having thought of sending me a photo of
the two of you. I hope that now since everything is worked out with the administration of
the Beaux-Arts, that soon they will take the paintings of Gustave and hang them in the
[Musée] Luxembourg. I am postponing my exhibition, but I hope to come to Paris soon
to see you. When the hanging of Gustave’s works is organized, be sure to let me know
and don’t be afraid to ask me to help. You know how happy it would make me to be
involved with his memory. With my very best wishes, Claude Monet. 43
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“Mon cher Martial, Je voulais toujours vous écrire mais je travaille beaucoup en ce moment qui
m’a fait retarder. J’ai reçu ce matin les photographies de Gustave qui me font bien Plaisir. Je
vous en remercie beaucoup, et aussi d’avoir pensé à m’envoyer celle où vous êtes tous deux.
J’espère que maintenant que tout est entendu avec l’administration des Beaux-Arts, que bientôt
elle prendra possession des tableaux qui doivent être accrochés au Luxembourg. J’ai ajourné
mon exposition mais j’espère bientôt revenir à Paris et vous voir. Lorsque vous en serez à
l’organisation et à l’accrochage de l’exposition de Gustave ne manquez pas de me prévenir et
19

Also, through Gustave, Martial Caillebotte developed a close relationship with PierreAuguste Renoir (1841–1919). Martial and Marie’s two children, Jean (1888–1917) and
Geneviève (1890-1986), were the subjects of an 1895 painting by Renoir (see Fig. 1.11).44

Figure 1.11. Auguste Renoir, Les Enfants de Martial Caillebotte (1895).

Both Renoir and Martial Caillebotte shared an interest in the music of Richard Wagner.
They traveled to Bayreuth together in 1892 to hear Parsifal and Tannhäuser.45 Renoir did not
enjoy the experience nor the length of Wagner’s works. During one of the performances, Renoir
was so impatient for the opera to be over that he lit a match to see what time it was, not only
embarrassing Martial, but also disturbing fellow audience members.46

usez de moi sans crainte. Vous savez le bonheur que j’aurais de m’occuper de sa mémoire.
Croyez-moi bien amicalement à vous. Claude Monet.” Letter from Claude Monet to Martial
Caillebotte, dated 22 May 1894, reproduced in Juliane Willi-Cosandier and Fondation de
L’Hermitage La Bibliothèque des arts, Caillebotte Au Chœur de l’impressionnisme (Lausanne:
Bibliothèque des arts, 2005), 280.
44
Musée Jacquemart-André Institut de France, Dans l’intimité des Frères Caillebotte Peintre et
Photographe (Paris: Skira Flammarion, 2011), 22.
45
Albert Lavignac, Le Voyage artistique à Bayreuth (Paris: Stock Musique Éditeur, 1980), 632.
46
Jeanne Baudot, Renoir: ses amis, ses modèles (Paris: Éditions Littéraires de France, 1949), 77.
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Gustave and Martial Caillebotte often served as subjects in one another’s art. Gustave
Caillebotte used his family and friends as subjects for his paintings. Martial is presented in
several paintings, including Jeune homme au piano (1876) and as one of the card players in La
Partie de Bésigue (1881). (see Fig. 1.12 and 1.Fig. 13)

Figure 1.12. Gustave Caillebotte, Jeune homme au piano (1876). Martial is the subject.
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Figure 1.13. Gustave Caillebotte, La Partie de Bésigue (1881). Martial Caillebotte is at right
wearing a brown jacket. Others depicted are the brothers’ close friends Édouard Dessommes,
Maurice Brault, André Cassabois, Richard Gallo and Paul Hugot (asleep on the couch).47
Martial, practicing his love of photography, took many photographs of Gustave,
including “Gustave Caillebotte et Bergère sur la Place du Carrousel” and “Gustave Caillebotte
travaillant à un plan bateau” (Fig. 1.14 and Fig. 1.15).

47

Gustave Caillebotte, La Partie de Bésigue (1881), Baudelet.net. Accessed February 28, 2020.
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Figure 1.14. Martial Caillebotte, Gustave Caillebotte et Bergère sur la
Place du Carrousel (photograph), 1892.

Figure 1.15. Martial Caillebotte, Gustave drawing designs for a new boat (photograph), 1891.
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Upon Gustave’s passing in 1894, his large personal collection of paintings by other
artists48 was left in equal parts to Martial and Renoir. In his will, Gustave directed the two to
work together to dispose of Gustave’s important legacy. He wished to have his paintings initially
exhibited in the Musée Luxembourg, and eventually in the Louvre.49 Martial Caillebotte and
Renoir worked painstakingly in tandem to accomplish Gustave’s wishes. According to modern
scholars, the museum curators were suspicious of this bequest, considering it an imposition. The
resistance of the curators may have been due to the fact that, at that time, the style in which
Renoir and Gustave Caillebotte painted was considered a denial of the traditional Beaux-Arts
style. However, the task was finally accomplished, and in 1896, forty paintings were displayed in
the Musée Luxembourg.50 The collection became known to posterity as “Le legs Caillebotte” –
The Caillebotte Legacy.
Martial Caillebotte died in his home in Paris of a heart attack on January 16, 1910 at the
age of 56. (Fig. 1.16)

48

Caillebotte’s collection consisted of 63 tableaus, some of which were his, along with works of
Degas, Renoir, Millet, Monet, Manet, Sisley, and Pissarro. These works were controversial at the
time because of what they represented, an utter divergence from the traditional studies and
techniques of the Beaux-Arts. Gustave Caillebotte could have very easily sold all of the
paintings, but instead wanted to donate these works to the state. In the end, only 40 works this
collection were kept. Eventually some were absorbed by the Parisian museums while some
works were sold by Martial to the American museums and some to private collectors. Pierre
Vaisse, Deux Façons d’écrire l’histoire Le legs Caillebotte (Lassay-Les-Châteaux: Institut
national d’histoire de l’art et Éditions Ophrys, April 2014), 111.
49
Pierre Vaisse, Deux Façons d’écrire l’histoire Le legs Caillebotte (Lassay-Les-Châteaux:
Institut national d’histoire de l’art et Éditions Ophrys, April 2014), 12.
50
Musée Jacquemart-André Institut de France, Dans l’intimité des Frères Caillebotte Peintre et
Photographe (Paris: Skira Flammarion, 2011), 22.
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Figure 1.16. Death registry of Martial Caillebotte, 9 rue Scribe Paris, January 16, 1910.
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Martial Caillebotte as Composer
The Caillebotte fortune left to the three brothers was substantial. Perhaps because of this
inheritance, neither Gustave nor Martial sought fame or celebrity. They did not need to work to
live. They both received a traditional education, including rigorous artistic and musical studies.
However, both Gustave and Martial were unusual in their respective artistic and musical outputs.
They did not aspire to have their works sold; instead they chose to inspire, financially support,
and guide their fellow artists, writers, and musicians.
While there are not many sources that give a clear picture of Martial’s position as
musician in the Parisian society during this time, documentary evidence from newspapers and
music magazines indicate that he participated fully in Paris’s musical life. Paris of the Third
Republic was a fertile ground for music-making. While official symphonic societies were scarce,
there were a number of private chamber music societies. The Société nationale de musique
(SNM) was founded in 1871 after the Franco-Prussian War, providing performance opportunities
for young and unknown composers and performing artists.
Coming at a time when French pride needed a boost after the siege of Paris and defeat at
the hands of the Prussians, SNM was founded for the explicit purpose of showcasing French
composers and only allowed French members until 1880. The first meeting of the organizing
committee included Franck, Saint-Saëns, Massenet, and Fauré, as well as Martial Caillebotte’s
teacher Théodore Dubois.51 The SNM organized concerts featuring newly composed works
performed by up-and-coming musicians.

51

Michel Duchesneau, L’avant Garde Musicale à Paris de 1871-1939 (Liège: Mardaga Editeur,
1977), 16.
26

In 1878 (Fig. 1.17), some of Martial’s compositions were presented in concert for the
SNM, which at that time counted 130 French musicians and composers as members, including
Fauré, Saint-Saëns, Franck, Massenet, Messager, Dubois, Duparc, Chausson, Gounod, Bizet,
Chabrier, and Messager. Membership reached its peak at 358 in 1887. It was two years later
that the SNM started to receive subsidies from the Ministère des Beaux Arts.52 Even then, the
SNM never reached broadly into the public sphere, since concerts could only be attended with an
invitation,53 however this type of closed setting did permit composers to hear their works
performed without the need to meet public approval.

52
53

Ibid., 27.
Ibid., 22.
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Figure 1.17. “Revue Musicale de L’Année 1878.” Revue et Gazette Musicale de Paris 46, no. 5
(January 19, 1879): 1. The last of a series of articles reviewing notable musical events of the year
1878, the magazine describes the “usefulness” of the Société nationale de musique’s
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performances, “where the members find performers and audience members for their works,
examined beforehand by a committee with no exchange of payment or cover charge. On the
programs presented, this year, the names of the following composers: B. Godard, Colomer, Mme
de Grandval, Ch. Lefebvre, Widor, Bourgault-Ducoudray, Messager, Émile Bernard, Fauré,
Gouvy, Wormser, Lalo, G. Pfeiffer, Diemer, Caillebotte, Paul Lacombe, C. Franck, Saint-Saëns,
Duparc, Mme Jaëll, Fouque, Gigout, Salomé, S. Rousseau, Luigini, Guilmant, d’Indy, Chabrier.”
There were also a number of musical “circles,” such as the Cercle des Mirlitons and the
Cercle Volney, where composers of the aristocracy and the upper bourgeoisie who could not
aspire to important careers could nonetheless have their music heard, often performed by
eminent artists, and they often shared the program with the most famous composers of the day.
The clipping below (Fig. 1.18) indicates that Caillebotte’s music was performed in April 1887 at
the Cercle Volney, on a program that also included works by Wormser, Gounod, Saint-Saëns,
Hue, and two composers from the aristocracy, Fernand de la Tombelle and René de Boisdeffre.
The article states that the diverse symphonic and choral works received “the most flattering
welcome.”

Figure 1.18. “Concerts et Soirées,” Le Ménestrel 53, no. 19 (10 April 1887): 151. Martial
Caillebotte’s name figures among the composers who performed at the Cercle Volney, Paris. The
work performed is not specified.
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Caillebotte also taught solfège and music privately in the 8th arrondissement.54 (Fig. 19.)

Figure 1.19. Des Documents Concernant le Théâtre,
La Musique et la Facture Instrumentale (1893), listing Caillebotte.

54

Des Documents Concernant le Théâtre, La Musique et La Facture Instrumentale (Paris: J.
Montorier Éditeur, 1893).
30

Martial Caillebotte’s Compositions
Martial Caillebotte’s compositions were published by either Georges Hartmann or Veuve
E. Girod, with the money for publication having been put up by the composer himself. The
following is a chronological listing of Martial’s musical and compositional output and
documentation related to the works. The list is not exhaustive55, however notable details about
each piece, and when possible, reviews and concert performances, are given below each entry.
•

L’Eventail comic opera – Soprano and Tenor (1875). Autograph manuscript,
Martial Caillebotte. Caillebotte family archives.

•

Don Paez (Fig. 1.20) Dramatic poem for Soprano, Tenor and Baritone, and Bass,
based on the text of Alfred de Musset’s (1810-1857) Contes d’Espagne (1829)
Publisher: Veuve E. Girod, 1877.

Figure 1.20. Pictured is a copy of Don Paez dedicated to Théodore Dubois, signed by
Martial Caillebotte. Piano vocal score from the archives of the Caillebotte family. Used with
permission.

55

Most of the scores in this list were found in the archives of the Caillebotte family home.
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An aria from Don Paez sung by mezzo-soprano Henriette Fuchs (1836–1927) and two
unpublished piano pieces, Prélude and Air de Ballet, played by Théodore Dubois, received their
first performances at the Salle Pleyel under the auspices of the Société nationale de musique on
February 16, 1878.56 Dubois, Caillebotte’s professor of harmony at the Conservatoire, was one
of the original founders of the SNM.
Of Caillebotte’s work, the Revue et Gazette Musicale de Paris (Fig. 1.21) wrote: “The
program offered two first performances, [marking] the debut of a young composer on whom one
can place serious hope. The Aria from Don Paez by M. Caillebotte is large and melodious; the
grand style and the profound sensitivity of Mademoiselle Henriette Fuchs showed off the work
perfectly.”57

Figure 1.21. Review of Caillebotte’s mezzo soprano aria de Juana from Don Paez and Prelude
from Airs de Ballet in the Revue et Gazette musicale de Paris, February 24, 1878.

56

Michel Duchesneau, L’avant Garde Musicale à Paris de 1871-1939 (Liège: Mardaga Editeur,
1977), 233. Two of his works (excerpts from the poème dramatique Don Paez and Air de Ballet)
were performed by Theodore Dubois at Salle Pleyel on February 16, 1878. On this same
program Gabriel Fauré’s Les Djinns, Au bord du lac by André Messager, and Sonate by Edouard
Lalo were performed
The Socièté nationale de musique was the group that presented primarily at these types of
concerts. This group was created to promote newly composed music and to highlight up-andcoming performers, musicians, and composers. This work was part of Dubois’ collection of
piano pieces titled Vingt Pièces Nouvelles pour le piano, published by Alphonse Lueduc in 1883.
57
“Concerts et auditions Musicales,” La Revue et Gazette musicale de Paris 45, no. 8 (February
24, 1878): 62.
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A second reviewer from periodical L’Art Musical , no. 9 (February 28, 1878), was not so kind:
“It was Don Paez that M. Caillebotte wanted to set to music, this drama of sensual love. Set to
the poetry of Alfred de Musset, M. Caillebotte’s score shows talent. The recitative of Juana’s aria
even seems remarkable, but the melody is generally short and lifeless. The aria, sung by superb
mezzo-soprano Mademoiselle Fuchs, is left, I believe, to the last part of the poem.” 58

•

Valse pour le piano Paris: Veuve E. Girod, April 1878.59

•

Dies Irae sacred work for soprano, tenor, chorus (SATB) and orchestra, Latin text
Paris: Hartmann, 1882.

•

L’Enfant Prodigue (The Prodigal Son), Biblical Episode for tenor and bass
soloists, choir (SSAATTBB) and orchestra. Libretto by Armand Silvestre (1837–
1901) Paris: Hartmann, 1883.

It is intriguing that Martial set L’Enfant Prodigue one year before Debussy composed his
cantata on the same theme, on a text by Édouard Guinand for which he won the Prix de
Rome in 1884. 60 Caillebotte’s work (the piano reduction of which is housed in the

58

Amédée, Landely-Hettich, “Société National de Musique L’Art Musical vol. 12, no. 9
(February 28, 1878): 69.
59
Musée Jacquemart-André Institut de France, Dans l’intimité des Frères Caillebotte Peintre et
Photographe (Paris: Skira Flammarion, 2011), 21.
60
The librettist for Debussy’s L’Enfant Prodigue was Édouard Guinand (1838-1909). It was
considered a sacred cantata, citing transcriptions of biblical verses for Soprano, Tenor and
Baritone soloists, choir and orchestra. (Paris: Durand, 1884).
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Bibliothèque nationale de France) is in three parts. It is scored for tenor and baritone, with
chorus and orchestra.

•

Scènes & Mélodies for voice and piano Paris: Hartmann, 1884.
“Sérénade,” poem by Théophile Gautier
“Mignonne, allons voir si la rose,” poem by Pierre de Ronsard
“Chanson,” poem by Olivier Basselin
“Sonnet,” poem by Félix Arvers
“Le Nuage,” poem by Théophile Gautier
“Attente,” poem by L. Gilis
“La Fuite,” poem by Théophile Gautier
“À Lydie,” poem by Alfred de Musset
“Le Soupir du More,” poem by Théophile Gautier
“La Fiancée du Timbalier,” poem by Victor Hugo

Six of these songs (“Sérénade,” “Mignonne, allons voir si la rose,” “Le Nuage,” “Chanson,”
“Sonnet,” and “Attente,”) will be analyzed in Chapter 3. There is no specific voice type indicated
for the melodies. It is only in his duets that Caillebotte specifies voice types.
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•

Psaume 132 “Ecce Quam Bonum” sacred work for Contralto soloist, chorus,
(SATB) and orchestra Latin text Paris: Hartmann, 1887.

This work was dedicated to his brother Alfred and was performed at the celebration of the
organ installation of Notre-Dame-de-Lorette in 1886. In the magazine la Semaine Religieuse the
following appeared:
“On Monday, December 20, in the afternoon, took place the inauguration of the
choir organ of the parish of Notre-Dame de Lorette. The ceremony was presided
over by Father Millault, head priest of Saint-Roch. The organ was played by Mr.
Théodore Dubois. By 3 o’clock, there was not a single place in the nave to be had.
At half past three, Father Millault blessed the new instrument. . . . We especially
noticed an Ecce Quam Bonum by Mr. Martial Caillebotte, brother of the curate
of Notre-Dame de Lorette.This lenghty piece, performed with harps and violins,
was greatly appreciated by connoisseurs.”61

61

“Le lundi 20 décembre, dans l’après-midi, a eu lieu l’inauguration de l’orgue de chœur de la
paroisse de Notre-Dame-de-Lorette. La cérémonie était présidée par l’Abbé Millault, curé de
Saint-Roch. L’orgue sera tenu par M. Théodore Dubois. Dès trois heures, on ne pouvait plus
trouver une seule place dans la nef. A trois heures et demi, M. l’Abbé Millault a béni le nouvel
instrument …. On a remarqué surtout un Ecce Quam Bonum de M. Martial Caillebotte, frère de
M. le curé de Notre-Dame de Lorette. Ce morceau de longue haleine, exécuté avec
accompagnement de harpes et de violons, a été fort goûté des connaisseurs.” Chœur Régional
Vittoria Île de France, “Caillebotte,” Benoît Riou, contributer2014. Accessed March 20, 2020 ,
http://choeur-vittoria.fr.
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As mentioned earlier, Dubois was the pianist for Martial’s concert at the Salle Pleyel in 1878
and organist for this grand concert at Notre-Dame-de-Lorette. Dubois must have been fond of his
former pupil, for he dedicated his piano solo, Histoire triste, (Fig. 1.22) to Caillebotte.62

Figure 1.22. “Histoire Triste no. 16” from Dubois’ Vingt Pièces Nouvelles pour le piano, written
above the title a dedication to Martial Caillebotte: “À mon ami (to my friend) Martial
Caillebotte” (To my friend Martial Caillebotte).

62

Michel Duchesneau, L’avant Garde Musicale à Paris de 1871-1939 (Liège: Mardaga, 1977),
233. This work was part of Dubois’ collection of piano pieces, Vingt Pièces Nouvelles pour le
piano (Paris: Alphonse Leduc, 1883).
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•

Airs de Ballet63 for piano 5 solo piano works titled with corresponding numbers I,
II, III, IV, V Paris: Hartmann 1887.

•

Le Désespéré one-act opera for Tenor and choir (SATB) and orchestra, poem by
Charles Grandmougin (1850–1930) Paris: Hartmann, 1889.

Le Désespéré had its 21st century French premiere in August 2016. Michel Piquemal
programmed the work at the Festival de L’Abbaye de Sylvanès.64

•

Une Journée scenes for orchestra and choir (SSATB), poems by Édouard Blau
(1836–1906) Paris: Hartmann, 1889.

Une Journée, scenes for choir and orchestra, was published in 1889.65 There are seven
scenes: “Le Lever du Soleil,” “Le Poète” (Fig. 1. 23), “Le Régiment qui Passe,” “Promenade aux
Champs,” “La Forge,” “L’Angélus,” “Le Coucher du Soleil.”66

63

Musée Jacquemart-André Institut de France, Dans l’intimité des Frères Caillebotte Peintre et
Photographe (Paris: Skira Flammarion, 2011), 21. Caillebotte’s Airs de Ballet were later on
reworked and envisioned for orchestra.
64
https://sylvanes.com/wp-content/uploads/2018/09/abbaye-sylvanes-programme-festival2016.pdf, 17.
65
The text by Édouard Blau was a popular librettist at the time, providing text for Jacques
Offenbach and for Massenet’s Werther and Le Cid.
66
Martial Caillebotte, Martial Caillebotte Dies Irae, Une Journée, Psaume 132, Chœur Vittoria
Île-de-France et Orchestre Pasdeloup, Michel Piquemal (Edition HORTUS 2014 CD).
37

Figure 1.23. Manuscript of Caillebotte’s Le Poète. The work is presumably done by a
professional copyist since the handwriting is not Caillebotte’s handwriting; it was presumably
written by a professional copyist
•

Ronçevaux drame symphonique in three acts for soloists and choir, libretto by
Édouard Blau. Autograph manuscript, Caillebotte family archives.

Although there is no documentation of a performance, the libretto was registered in the Bulletin
Mensuel, a listing of published works of 1891.67 The score remains unedited and in manuscript
form.
•

Deux Moines scène lyrique for bass and piano, text François-Marie Luzel (1821–
1926). Autograph manuscript, Caillebotte family archives.

The original manuscript of Deux Moines, written in 1893, is currently in the possession of
Benoît Riou. This is a scène lyrique for bass and piano and is based on the work of François-

67

Bulletin Mensuel des Récentes Publications (Paris: Françaises Bibliothèque Nationale, 1891),
277.
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Marie Luzel (1821-1926), Légendes Chrétiennes de la Basse Bretagne.68 Luzel was a French
folklorist from the region of Breton, known for his dedication to the Breton language and
promotion of Breton poetry.69

•

Messe Solennelle de Pâques for four soloists soprano, mezzo-soprano, tenor and
bass, choir (SATB) and orchestra Latin text. Autograph manuscript in the
Caillebotte family archives, 1896. After discovery of the manuscript, in 2010, it
was published [auto publication] with permission by Grand Chœur de L’Abbaye
aux Dames de Saintes from Charente-Maritime, France, Michel Piquemal
director).

Caillebotte’s last known large-scale work is the Messe Solennelle de Pâques (1896). The
premiere took place at his brother Alfred’s church on Easter Sunday, April 5, 1896.70 It is
heavily thematic and modal in spirit. Caillebotte displays a gift for bold and dissonant harmonies
with a propensity to assert long, evaded cadences. On that day, during the religious ceremonies
taking place across Paris, there were four performances of Gounod’s Messe Solennelle de SainteCécile, as well masses by Rousseau, Cherubini, Beethoven, Dubois and Haydn. (Fig.1. 24.)

68

The Encyclopedia Britannica: A Dictionary of Arts, Sciences, Literature and General
Information. 11th ed., vol. 5 (Encyclopedia Britannica, Inc.: New York, 1910), 651.
69
Ibid., 650.
70
“Les Echos” Le Journal (April 5, 1896).
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Figure 1.24. Excerpt from Le Journal, 5 April 1896 announcing the music being performed for
Easter in Paris’s large churches. The listing of Caillebotte’s Messe Solennelle, “avec orchestra”
(with orchestra) at Notre-Dame-de-Lorette appears on the third and fourth lines from the bottom.
It appears that Caillebotte took a pause from composing after the Messe Solennelle. His
next work is dated 1906.

•

Les Deux Cortèges for soprano soloist and piano text by Joséphin Soulary (1815–
1891) Autograph manuscript, originally stored in Caillebotte family archives,
1906, now in the possession of Benoît Riou).

The score of Les Deux Cortèges (Fig. 1. 25a and 1. 25b) exists only in manuscript and is
in the possession of Benoît Riou. It is a heart-wrenching poem about two women crossing paths
at a church. One woman is burying her child, while the other is baptizing her child.
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Figures 1.25 a and b. Martial Caillebotte, Les Deux Cortèges (1906). The autograph
manuscript bears a dedication “à ma fille Geneviève” (to my daughter Geneviève) written on the
cover page, top right-hand corner. Reproduced with permission.
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There are other undated original manuscripts by Martial Caillebotte. Benoît Riou is in
possession of these manuscripts and hopes to have them edited and published.
•

Guido et Ginerva, scene for soprano and baritone (also an opera in five acts
composed by Fromental Halévy (1799-1862), libretto by Eugène Scribe (1791–
1861).

•

Hans Carvel for bass and piano, poem by Jean La Fontaine (1621–1695).

•

Trio Bouffe for tenor, baritone, bass, and piano.

Martial Caillebotte as Photographer
Martial’s brother-in-law, Maurice Minoret, was an amateur photographer and introduced
the hobby to Martial. Photography at that time was considered a hobby, rather than a profession.
It was in the 1890s that Martial’s interest in photography became a serious activity. He continued
to compose music but also began to build his photography portfolio.
Martial Caillebotte was a discreet man. There are few available resources that provide
presentations of his photographs, for he was loath to promote himself. Martial’s photographs
captured the activities and aesthetics of everyday family life. He had a collection of family
portraits, candid shots, photos of their life of leisure on their vacation properties in the country,
and snapshots of their friends and Parisian scenery.
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Although Martial Caillebotte’s musical works are as yet not well known, there has been a
growing interest in his works since his photographs appeared in an exhibit at the Musée André
Jacquemart (March 24– July 11, 2011) and paired with Gustave Caillebotte’s paintings. The
exhibit revitalized an interest in the Caillebotte legacy and highlighted the brothers’ contributions
to the artistic community. In the accompanying literature for this exhibit, Dans l’intimité des
frères Caillebotte (The Relationship of the Caillebotte Brothers), Martial is presented to the
modern Parisian public. At this point, search for his music and compositions had begun.
On June 26, 2011, the museum’s director, Nicolas Sainte Fare Garnot, gave an interview
on Canal Académie, the internet radio station of Les Academies et L’institut de France. In this
interview, Sainte Fare Garnot explained that in 1994 the Grand Palais Museum had hosted the
first solo large-scale exhibition of Gustave Caillebotte’s works. It was this exhibition that
inspired the André-Jacquemart Museum to expand upon this first show and create an exhibition
around the Caillebotte name. The museum chose to exhibit documentation of the brothers’
altruism towards other artists as well as their own immense talents as painter (Gustave) and
photographer (Martial).71
In the interview, Sainte Fare Garnot acknowledged Martial Caillebotte as a fine
composer, who remained in the shadow of his brother Gustave. Midway through the interview, a
recording of Martial’s “Chanson” is heard, sung by Mario Hacquard and accompanied by Claude
Collet. Garnot continued with a discussion about Martial Caillebotte’s musical education,
confirming that Caillebotte had followed the traditional route of classical music education,
training at the Paris Conservatory.

71

Nicolas Sainte Fare Garnot, “Les Frères Caillebotte. Reflets entre le peintre et le photographe”
(Canal Académie, 2011) https://www.canalacademie.com/ida7239-Les-freres-CaillebotteReflets-entre-le-peintre-et-le-photographe.html. Accessed April 22, 2020.
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Garnot noted that the scenes from Gustave Caillebotte’s paintings often looked like
photographs painted from the point of view of the photographer. Martial’s choices of subject
matter and themes in his photography were often reproductions of Gustave’s paintings (Fig. 1.26
a, b, c, d, e, f).72

Figs. 1.26 a and b.
Gustave Caillebotte, Homme au balcon (1880); Martial Caillebotte, Moi au balcon (1891)

Figs. 1. 26 c and d.
Gustave Caillebotte, Refuge (1880);

72

Martial Caillebotte, Rond-point vue de balcon
(1892)

Ibid.
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Figs. 1. 26 e and f.
Gustave Caillebotte, Régates à Argenteuil (1893);

Martial Caillebotte, Voiliers au PetitGennevilliers (1894)

These paintings and photographs side by side are a reflection of the close relationship
between the two brothers, their shared passions and interest in art and yachting, and the way that
their artistic perspectives are so demonstratively similar. The fact that Martial recreated so
painstakingly his brother’s paintings can be interpreted as both an homage to his brother’s vision
and proof of Martial’s innovative artistic expression. That same innovative expression also came
through in his musical compositions.

45

Chapter 2

Caillebotte’s Poets
The pages that follow offer a brief summary of the poets whose poetry Caillebotte chose
to set. The poets are presented in the order that they appear in the Caillebotte’s collection of
songs Scènes et Mélodies. Théophile Gautier is the first listed, and is the poet that Caillebotte
chose to set the most. Caillebotte composed ten songs for this collection and out of the ten
mélodies, Gautier was the poet offour of them. Particular attention has been given to this poet.

Théophile Gautier
Théophile Gautier, born on August 30, 1811 in Tarbes, France, lived most of his life in
Paris until his death in 1872. The philosophy of “Art for art’s sake” dictated his literary and
compositional style.73 This philosophy was characterized by a freedom or distancing from any
classical limits to which art or literature were bound in the past. The result was an art free of any
external purpose.74 In Three Nineteenth-Century French Writer/Artists and the Maghreb, Elwood
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writer Benjamin Constant’s (1767-1830) Journal Intime (1804). In this book, Constant discusses
German philosopher Immanuel Kant’s (1724-1804) theories on German aestheticism. Constant
refers to these theories as “l’art pour l’art”. In 1815-1816 French philosopher and professor at the
Paris Sorbonne, Victor Cousin (1792-1876) taught the philosophies of Kant to his classes,
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Gautier when the phrase first appeared in the preface to his book Mademoiselle de Maupin
(1836).
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Hartman describes Gautier’s vision of perfect art as “neither generic nor chronological,
geographical nor political, and capable of synthesizing all aesthetic responses through the
technique of les transpositions d’art – was universal and, one might say, even imperialistic.” 75
By “imperialistic,” Hartmann is drawing a parallel to Gautier’s search for artistic perfection and
the widespread impact of his style of writing that was reflected, revered, and respected all over
France. Gautier’s work influened the work of French artists and musicians, including Balzac,
Flaubert, Delacroix, Bizet, and Martial Caillebotte. Furthermore, Gautier was a revolutionary and
a leader in the world of art and literature. His countless contributions towards music, theatre and
the written word inspired the creative output of artists and writers all across Europe, the United
States and South Africa.76 77
Gautier’s poetry inspired and was set to music by numerous French composers. His
regular rhyme schemes, creative and expansive imagination towards the subjects and themes of
his poems and writings made his poems ideal for musical composition. Gautier was considered a
master of prose syntax and form. 78 As an expression of admiration, poet Charles Baudelaire
(1821-1867) dedicated his poem “Fleurs du mal” to Gautier, with the inscription “To the
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impeccable poet, to the perfect magician of French letters, to the very dear and very venerated
master and friend.”79
Gautier’s early writings are in the highly emotional, sensual, and descriptive style of
Romanticism. His later writings evolved toward the Symbolist style, with its rejection of excess
and preference for clean and structured writing. Symbolist subject matter is more suggestive, less
obvious, and is presented in an abstract manner. Gautier’s writings reflected his interest in the
exotic and things foreign to the French landscape and culture.80 Examples of poems by Gautier
with exotic themes in Caillebotte’s mélodies are “Sérénade,” “Le Nuage,” and “La Fuite.”
Gautier was a key figure and precursor to the Parnassian school of poets.81 Parnassian
poets rejected the highly sentimental and artistic relevance of art and poetry and embraced
Gautier’s philosophy of art for art’s sake. This philosophy pursues exactly what it states; art
should be created for the sake and beauty of the art itself. Art does not need to be attached to any
higher purpose or moral code. Art should exist simply because it is art.
Gautier made a living as a journalist and music critic (1832-1872) writing for periodicals
such as Le Moniteur Universel, La Presse and Le Journal Officiel.82 His critical writing on music
were later combined into an anthology entitled La Musique (1911).83 In his written critiques of
music, Gautier’s own musical preferences were eclectic, ranging from Italian madrigals, Spanish
coplas to grand opera.84 Like many artists and musicians of his era, Gautier appreciated Wagner.
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He heard Wagner’s opera Tannhäuser in 1857 and wrote a glowing article for Le Moniteur,
although he was not a commissioned critic of the journal at that time.85 In this article Gautier
writes that Wagner is rather unknown in France, but is a “genius for some, and a delirious
maniac for others, a god, an ass, nothing in the middle.”86 Wagner’s revolutionary style and
philosophy “total work of art” (Gesamtkunstwerk) resonated with Gautier’s search for perfection
in art and his prose.
Gautier was able to hear settings of his poetry performed live, since some of the
composers using his poetry were his contemporaries. One such example is “Villanelle” from
Hector Berlioz’s Nuit d’été. Regarding the journey from poem to mélodie, François Le Roux
states: “It even seems, if one looks at the original date of the composition [1841], that Gautier
offered the poems to Berlioz even before their publication, one could also imagine that Gautier
had written these poems inducing the idea that music could accompany them.”87 Gautier’s poems
often already had a musical title, or a title that evoked emotion (for example, “Sérénade,”
“Lamento”), making them particularly enticing to composers.
Gautier’s choice of certain rhythmic meters rendered his poems ideal for musical
adaptation. Because of his enthusiasm of working with other artists and composers, he made the
deliberate practice of providing composers with a steady rhythmic pattern. He would send his
poems to his musical collaborator with sections marked off as récitatif or air in effort to help
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guide the form of the musical composition.88 According to Andrew Gann’s article, “Lyrics by
Gautier: The Poet as Songwriter,” Gautier’s prose was set by more than 276 composers.89 His
poetry indicated for musical composition fell into three categories: 1) simultaneous collaboration
with the composer, 2) already completed poems used later by a composer, and 3) poetry set to
music already written.90 Gautier sought out collaborations that reflected his philosophy of
combined art forms and high artistic elements. He was deliberate in presenting logical rhyme
schematics to his collaborators and he was amenable to changing words or thematic material at
the request of the composer.91
A discussion of Théophile Gautier would not be complete without addressing his passion
for travel. Gautier loved to travel and made several trips throughout Europe and the Middle East.
Gautier’s trip to Spain in 1840 inspired the volume of poetry, España, the source of Martial
Caillebotte’s Sérénade.92 Gautier was most productive when he was traveling, and the bulk of his
writings were inspired by his exposure to new landscapes and different cultures and customs.
These trips to Spain, Italy, Russia, Egypt, and Algeria, produced his travel novels,
Voyage en Espagne (1843), Trésors d’Art de la Russie (1858), and Voyage en Russie (1867), as
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well as collections of poetry, España (1845), Italia (1852), and Émaux et Camées (1852).93 His
voyages to Egypt and the Middle East inspired the book Voyage pittoresque en Algérie (1845)
and the play La Juive de Constantine (1846).94
Gautier was drawn to the Orient and found the exoticism95 and sensual expression he
discovered there quite attractive. The concepts of exoticism and orientalism of the day were
results of white European imperialist domination and were often based on manifestations of
implicit racism and sexism. Even if Gautier’s attitude was typical of the sense of superiority that
Europeans felt over non-Europeans of that time, this sentiment does not overtly come across that
way in the poems referenced herein. Gautier presents exotic themes and imagery to express
sexual desire and sensual ideas alongside jealousy and romantic conquests. More than half of
Gautier’s poems are centered around his love of the exotic. He wanted to experience a world that
was far away from the “colourless copy of modern, pan-European society.”96
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The sounds, colors, smells, and deep history found in the Middle East, Spain, and the
Americas were so different from European culture and aesthetics that French artists wanted to
express these incredible diversities in the art and words they produced.97 Gautier was drawn to
the different terrain, people, culture, and music of his travels. The new stimuli inspired him to
create ways to express verbally what he was seeing. His use of light and dark and descriptions of
colors and sounds proved to be evocative in all of his poetry throughout his career. Further
analysis is in the discussion of Caillebotte’s setting of Gautier’s poetry.
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Pierre de Ronsard
Pierre de Ronsard (1524-1585), known as the “Prince of Poets,” was the most wellknown member of the Pléiade poets.98 These writers were inspired by the philosophy that it was
of the utmost importance to strengthen the French language while adhering to ancient literary
forms of Greek and Latin literature. Ronsard was born in Vendôme, France and worked as a page
in the royal household of King Francis I in 1536. He suffered an illness in 1538 which left him
deaf and unable to continue his duties, and he was thus obligated to leave his post.99 He turned to
in-depth study of Greek and Latin literature, which inspired his own poetic writings.
Ronsard attended the Collège de Coqueret in 1547 and published his first book of poems
in 1550.100 He wrote a collection of poems entitled Amours (1552), which included “Mignonne,
allons voir si la rose.”101 102 These love poems are said to be inspired by his relationship with
Cassandre Salviati (the daughter of a wealthy banker and wife of Baron Jean de Peigné)103
although Ronsard insisted that their relationship was platonic. Ronsard did not intentionally
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imitate such poets as Horace or Virgil, however his Ode à Cassandre (Mignonne allons voir si la
rose), contains the Horatian topos carpe diem104 throughout the poem.105

Olivier Basselin
Olivier Basselin was born in Val-de-Vire, in the Normandy region of France, around
1400 and died around 1450. The details surrounding his death are obscure, but is it believed that
he died in a battle against the British, possibly at the Battle of Formigny.106 He was known to be
a joyous character who took pleasure in creating poems and songs that celebrated the pleasures
of life—most notably the “drink.” He was described as possessing “a bright red face, shiny like a
cherub.”107 Basselin penned the first chanson à boire (drinking song) in the early 1400s; he is
thus the creator of a new musical genre, rustic, lighthearted, distinctly masculine in nature and
accessible to common folk. This drinking song was known as vaux-de-vire, a traditional form of
French poetry that originated in Basselin’s homeland, the Vaux-de-Vire region of Normandy.108
Historically, Normandy is considered the birthplace of rhyming poems in the French
language, and it is there that the oldest chansons were found.109 Vaux-de-vire (later corrupted and
anglicized to become “vaudeville”) style is described as poems or songs that celebrate country
colloquialisms emphasizing the sexual and raunchy pleasures of life. There is a certain amount of
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vulgarity found in Basselin’s writings, and perhaps this element of crudeness was attractive to
Caillebotte. Vaux-de-vire poems and songs were often recited while holding a glass of wine.
These fifteenth-century poems and songs contributed to France’s stereotypical love affair with
wine.110
The publication of Basselin’s poetry can be attributed to the French poet and lawyer Jean
Le Houx (1551-1616). Although Le Houx lived more than a century after Basselin’s death, he
was passionate about Basselin’s body of work which also inspired some of his own writings. Le
Houx, also born in Vire, was religious and very conservative. 19th-century French historian and
writer Armand Gasté published two collections of Basselin and Le Houx’s poetry (Étude sur
Olivier Basselin et Les Compagnons du Vau-de-Vire111 in 1866 and Les Vaux-de-Vire de Jean
Le Houx in 1875). Gasté writes that Le Houx was bored at work, unhappy at home, and searched
for a more “jovial” ambiance112. Le Houx was known to go to the taverns every evening to
escape his repressed world and pen his own drinking songs. Thus, historians are not convinced
that all of the poems and chansons attributed to Basselin in Le Houx’s collection Vaux-de-Vire
d’Olivier Basselin are truly Basselin’s.113 Some theorize that Le Houx needed to hide his own
work under Basselin’s name to escape ridicule or damage to his reputation.

110

Auguste Asselin ed., Les vaudevires, poésies du 15e siècle, par Olivier Basselin, avec un
discours sur sa vie, et des notes pour l’explication de quelques anciens mots (Vire, France:
Bibliothèque Nationale, département Littérature et Art, 1881), i-xxxvi.
http://catalogue.bnf.fr/ark:/12148/cb30033051m
111
Armand Gasté, Étude sur Olivier Basselin et les Compagnons du Vau-de-Vire 1866 (Caen: Le
Gost-Clérisee, Éditeur, 1866).
112
Armand Gasté, Les Vaux-de-Vire de Jean Le Houx (Paris: Alphonse Lemere , 1875), xii.
113
Gasté, Les Vaux-de-Vire de Jean Le Houx, xiii.
55

Félix Arvers
Félix Arvers (1806-1850) was a brilliant Parisian poet and playwright. He was a star
pupil in lycée (high school) and was awarded the prix d’honneur of the grand concours
d’histoire in 1824.114 Arvers studied law, and after graduation he worked as a clerk for a notary.
He had always dreamed of becoming a playwright and eventually left the law profession to begin
writing.115 Arvers’ plays, numbering about a dozen, were financially and critically successful.116
The influx of money resulting from his success permitted Arvers to live the lifestyle of a socalled “dandy”.117 His evening activities would consist of theatres, dinners, and soirées with a
group of artists and writers (Victor Hugo, Alfred de Musset, Eugène Delacroix, Marceline
Desbordes-Valmore) known as le Cénacle.118 Felix Arvers squandered his money and lived his
short life in excess. He died in Paris at the age of forty-four from spinal meningitis, with no
savings or reputation.119
Arvers’ major literary contribution to the genre of French poetry is one of the most
famous sonnets in the French language, “Un Secret,” from the collection Mes Heures Perdues
(1833). This poem inspired multiple translations in different languages, as well as many
imitations by his contemporaries. This poem (also known as Sonnet d’Arvers), is a heart
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wrenching example of unrequited love that left the literary world searching for the identity of the
“femme” in the poem.
Un Secret is the perfect example of a work written in the Romantic style during the
Romantic period. The structure of the poem is regular and even with four quatrains, oscillating
syllabic stresses, and a typical rhyming pattern of abab or cddc pattern. The subject matter of
unrequited love, deep-rooted passion, and intense emotion exhibits the quintessential
characteristics of Romantic poetry. It was often recited, imitated and modeled in Parisian salons,
and overshadowed Arvers’ other literary accomplishments. For this he became known as the
“poet of a single poem.”120

L. Gilis
The poet, L. Gilis, whose full first name is unknown, was most likely a contemporary of
Martial Caillebotte. Gilis did not publish in the same vein as the other poets represented in this
dissertation. It is possible that L. Gilis was a woman, for nineteenth-century women were not
encouraged or allowed to publish poetry121 and often did so under a pen name. Furthermore, the
point of view of the narrator of Caillebotte’s mélodie “Attente” is that of a woman. An
exhaustive search has yielded no information on Gilis. However, one can estimate the time
period in which this poet lived and wrote for the subject and thematic material of this poem were
inspired by imagery and thematic elements of Oriental exoticism. This style of writing, as also
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mentioned earlier, was very à la mode in nineteenth-century French literature and musical
composition.122
Lacombe and Glidden state that “ ‘Exotic’ refers to the ‘foreign’ anything that is not part
of the Occidental civilization.”.123 As in Gautier’s writings (“Sérénade,” “Le Nuage”), Oriental
exoticism is represented as a dream scenario with a heightened passionate theme usually infused
with sexual desire. In “Attente,” L. Gilis, wrote in this same fashion: use of sensual overtones
and lustful jealousy.
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Alfred de Musset (Horace)
Alfred de Musset (full name Louis-Charles-Alfred de Musset) (1810-1857) was a
Parisian poet and playwright influenced by the writings of Charles Nodier (1780- 1844), who
included Musset in his literary salon at the Arsenal Library124, and Victor Hugo (1802-1885),
who accepted Musset into his Romantic literary circle Cénacle125. He published his first book,
L’Anglais Mangeur d’Opium, in 1828 and his first collection of poetry, Contes d’Espagne et
d’Italie, in 1830.126 He also published critical reviews of art, music, and theatre.
Musset was an important literary figure during the Romantic movement and identified as
a “dandy,” imitating the original Parisian “dandy,” Beau Brummell.127 Musset is also known for
his torrid love affair with George Sand (pseudonym of French novelist and journalist, Aurore
Dupin128). Some believe Musset’s affair with Sand and their breakup inspired his literary output,
with much of it presenting the theme of heartbreak.129 He is portrayed in historical descriptions
as a suffering lover, a genius who was unable to vanquish his demons.130
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Musset was not a musician, and openly admitted to his lack of knowledge of musical
terms, vocabulary, and voice types.131 He was, however, a music lover. Musset’s poetry is in the
traditional Romantic style (even structure of quatrains, syllabic stresses, and meter, as well as
emotional and sensitive subject matter) of the early- to mid-1800s. His poetic writings were
focused on sentimental, passionate, and humanistic subjects. Like Gautier, Musset’s poetry was
set by a number of composers.132
Martial Caillebotte set the poem “À Lydie” (Lorsque je t’avais pour un ami) by Musset
(1869). This mélodie is not the only usage of Musset’s work in Caillebotte’s compositions.
Musset is also the poet of “Don Paez” (1829), a dramatic poem set to music by Martial
Caillebotte in 1878. “À Lydie” is actually a translation of an Ode (Donec gratus eram tibi) by
the Greek poet Horace.133 The works of Horace were translated and imitated by a handful of
Romantic-period British and French poets.134 In Horace’s poem the tumultuous exchange
between Lydie and Horace was a theme that resonated very closely with Musset’s own
experience in his love life. It is possible that the exchange between Horace and Lydie mirrored
Musset’s own sentiments about his relationship with Sand, which is why he translated it into
French. It is the only one of Horace’s Odes that Musset translated to French. The dialogue
between the two characters (Lydie and Horace) is dramatic in execution. The text presents two

131

Noske, French Song from Berlioz to Duparc, 72.
Refer to Index 1 of Graham Johnson and Richard Stokes, A French Song Companion
(Oxford: Oxford University Press, 2002) 516.
133
Henry Thomas, “Musical Settings of Horace’s Lyric Poems,” Proceedings of the Musical
Association 46 (1919): 73–97.
134
Ibid., 94. This resource cites the Latin title of the Ode. Other composers and poets that set
Horace’s writings include: Orlandus Lassus, “Beatus ille qui procul negotiis;” Giuseppe Antonio
Paganelli, Six Odes of Horace for soprano and lute, Latin text. Poet Leconte de Lisle included
translations of Horace’s sixteen odes in his Poèmes antiques and ten of these poems were set to
music by Reynaldo Hahn (1902) under the title Études Latines. Carl Loewe, German composer,
set Five Odes of Horace in Latin and German text.
132

60

characters engaging in a storyline of emotional intimacy. The passionate question-and-response
banter between the two lovers corresponds more with two actors or singers on stage than a
soloist reciting poetry. Musset, also a playwright, might have been attracted to this theatrical
structure.
Musset wrote a number of poems intending that the words would be set to music
eventually.135 Musset had a great respect for music and for the composers that set his words to
mélodie. He believed that music enhances the poetry and that “no words will ever equal the
tenderness of such a language [music]. It is essentially in melody that the poet’s passion lies.”136
Although Musset wrote a number of plays, his La Nuit vénitienne (1830) was a critical failure,
and after this disappointment he no longer wrote for theatre. He did continue to write poetry.
Musset’s most famous collections are Poésies Nouvelles (1845) and Nuits (1835). The latter is
stated to have been inspired by his relationship with George Sand.137
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Chapter 3–a
“Sérénade” (poem 1840, mélodie 1884)
Poem by: Théophile Gautier (1811–1872), from España (1840)
Voice: Tenor/High Baritone
Sur le balcon où tu te penches
Je veux monter, efforts perdus!
Il est trop haut, et tes mains blanches
N’atteignent pas mes bras tendus.

On the balcony where you lean
I want to climb, wasted efforts!
It is too high and your white hands
Do not reach my outstretched arms.

Pour déjouer ta duègne avare,
Jette un collier, un ruban d’or;
Ou des cordes de ta guitare
Tresse une échelle, ou bien encor...

To foil your curmudgeon nurse,
Throw a necklace, a gold ribbon;
Or with the strings of your guitar
Braid a ladder, or even more…

Ôte tes fleurs, défais ton peigne,
Penche sur moi tes cheveux longs,
Torrent de jais dont le flot baigne
Ta jambe ronde et tes talons.

Take off your flowers, unfurl your robe,
Incline towards me your long hair,
Jet-black torrent whose flow runs the length of
Your round leg and your heels.

Aidé par cette échelle étrange,
Légèrement je gravirai,
Et jusqu’au ciel, sans être un ange,
Dans les parfums je monterai!

Assisted by this strange ladder
Gently I will climb
And up to heaven without being an angel,
In the perfumes, I will ascend!
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The Poem
Gautier’s sensual sixteen–line poem, “Sérénade,” (original title “L’échelle d’amour”) has
been set to music by many composers.138 Gautier’s writing style evolved throughout his career,
from the highly emotional, descriptive, and cathartic characteristics of Romanticism typical of
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Xavier Boisselot,“Sérénade,” (1841);
Adolphe Botte “Sur le balcon- Sérénade,” (Paris: A. Vialon, 1856);
Louis-Charles-Bonaventure-Alfred Bruneau, “L’échelle d’amour,” from Plein Air, dix poèmes
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the years 1800-1880 to the less structured and more evocative style of Symbolism, during the
period 1880-1900.139 The redolent verses of this poem rest in Gautier’s Romantic style. His
writings were influenced by his travels throughout Europe and the Middle East. Gautier’s trip to
Spain in 1840 inspired the volume of poetry, España, where “Sérénade” is found.140
The poem reflects a sensual and erotic spirit and is set in four quatrains, each exhibiting
an abab rhyme scheme. The poem is narrated by the frustrated male lover, who is physically
separated from his true love by a balcony. Gautier’s description of the woman leaning over on
her balcony immediately ignites a sensual atmosphere. The troubadour wants to climb to reach
the woman, but the distance is too far and the addition of the curmudgeonly nurse on the lookout, does not help the chances of him ever reaching her. The second stanza may be described as
the “suggestion” stanza in which the poet offers a series of “how to” solutions to the problem:
she might make a ladder, throw down a ribbon, a necklace, or even guitar strings – anything that
would help the lovers to be together. The third stanza increases the sensual and erotic imagery.
The troubadour, not being able to contain his desire, asks the woman to take off her robe, release
her long hair. His pleas suggest that his desperation is almost at the limit. If he cannot be
physically with her on the balcony, at least let he will have the visual “eye-candy” to bring some
satisfaction. The last stanza represents the climax. This “strange” ladder is the erotic rise in the
troubadour’s sexual impulse, one that is aided by the visual stimulus of the woman. Although he
is not able to literally climb to be with her, this last stanza suggests he will achieve the ultimate
goal of ascension.
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Caillebotte’s Setting of the Poetry
“Sérénade” is the first mélodie in Caillebotte’s collection of songs Scènes et Mélodies. It
is most suitable for a male voice, either a tenor or high baritone. The piece is in G-sharp minor,
and while the vocal line sings and functions in a firm G-sharp minor tonality, the accompaniment
is not as harmonically transparent, gravitating often to B major. The chord progressions function
in traditional classical fashion. Each stanza has the same harmonic material, with the exception
of the closing music of the fourth stanza.
Caillebotte solidifies the G-sharp minor tonality with a fortissimo, authentic cadence at
the end of each stanza in the rhythmic motif of a Spanish “Olé.” ( Ex. 3a–1.) To capture the
plucking characteristics of a guitar or lute in a serenade, Caillebotte’s piano accompaniment is
articulated as detached for the most of the mélodie with occasional slurred arpeggios found at
mm. 4-5, 17-18, 30-31, 43-44, and 50-55. The four quatrains are set strophically, with small
dynamic and rhythmic variations on the text setting from stanza to stanza.

Example. 3a–1. Perfect Authentic cadence at m. 15 in the rhythmic motif of the Spanish “Olé.”
New Grove Dictionary of Music defines a serenade as “a musical greeting, usually
performed out of doors in the evening, to a beloved or a person of rank… [In] the 17th [century],
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it was used for celebratory works for voices and instruments.”141 Although the musical serenade
has taken many forms and has evolved over the centuries in terms of musical and instrumental
style, Caillebotte’s “Sérénade” musically adheres to the seventeenth-century form. The serenade
was traditionally accompanied by a plucked instrument, such as a lute or guitar. The piano in
Caillebotte’s setting takes on that role with frequent staccato markings as it accompanies the
vocal line.
Other famous serenades that recall the same imagery and musical characteristics are: Don
Giovanni’s aria, “Deh, vieni alla finestra” (Pray, come to the window) from Mozart’s opera Don
Giovanni (1787) and Count Almaviva’s aria “Ecco, ridente in cielo” (Here, laughing in heaven)
from Rossini’s opera Il Barbiere di Siviglia (1782). Just as in Caillebotte’s “Sérénade”, both of
these operatic scenes have men standing under the window (balcony) serenading their lovers.
The arias are primarily accompanied by plucked chords, evocative of the guitar or lute. Often the
baritone and tenor are staged with a guitar or lute as a prop to “accompany” themselves on stage.

Analysis:
To capture the urgent nature of the poem and desperation of the troubadour, Caillebotte
begins the piece with a tempo marking of Vite (quick). The piano begins with a rush of rolled
forte chords of D-sharp, (the dominant of G-sharp minor) marked with pizzicato (plucked
[detached]) articulations. The first two measures of the piano introduction oscillate between forte
and piano dynamics, creating a dizzying ambiance of excitement and frenzy. The multiple
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appearances of the note D-sharp, the dominant of G-sharp minor, is reinforced by the upper and
lower note appoggiaturas of E and C-double-sharp (mm. 1-3) (Ex. 3a–2).

Example. 3a–2. Piano introduction m. 3: The D# dominant tone of G# minor being reinforced by
E and C double-sharp upper and lower appoggiaturas.

The vocal introduction (m. 3) begins with a sixteenth-note pattern and is sung
unaccompanied. Each stanza begins with a vocal line that is anacrusic in phrasing, as if an
elaborate upbeat. The tempo marking shifts to plus lent (slower) ♩ = 88 allowing the text to be
sung clearly with intention of engaging the troubadour’s lover on the balcony. Although at this
point in the poem the text is more descriptive than declamatory, this entire mélodie is a
seduction.
The music of the vocal line in m. 3 set to the words, “sur le balcon òu tu penches” (on the
balcony where you lean) is the introductory motif and the piano part responds with a secondary
motif m. 4-5 in the right hand. (Ex. 3a–3) Other appearances of the secondary motif are found in
the remaining stanzas at mm. 17, 26, 30 and 43. The consecutive introduction of these two
musical motifs could represent the two main characters; the troubadour and the lover.

68

Example. 3a-3. Introductory motif in m. 3 and Secondary motif in mm. 4-5.

The secondary motif is also related to the vocal line in m. 6. The rhythmic articulation
and the contour of the short phrases are similar in both the right hand of the piano part (m. 4) and
the vocal line in m. 6. Ex. 3a–4 a and b )

Example. 3a–4 a and b. Secondary motif in the right hand of the piano in m. 4 being imitated by
the vocal line in m.6.
At each appearance of this secondary motif, (mm. 17, 30, and 43) the left-hand
accompaniment is consistently connected and slurred. This passage is also marked with pedaling
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and brief swells of crescendo/decrescendo. The piano and vocal line although at this point
functioning as a duet, do not align in a stable manner. This lack of rhythmic resolution reflects
the desperation of the troubadour’s desire. There is rarely a downbeat in the piano part so the
vocal line must maintain the rhythm. The vocal line is the dominant motor and stabilizes the
pulse with assistance from the secondary motif from time to time.
The vocal line’s response to the secondary motif is accompanied by a dry pizzicato
(plucked [detached]) piano part in G-sharp minor. The B major secondary motif and G-sharp
minor response of the vocal line represent the lovers’ closely related, however, slightly different
emotional intentions. The secondary motif is flirtatious with the vocal line and musically
embodies the passionate exchange between the lover and the suitor.
The triplet rhythmic gesture on the text “monter” (to climb) in m. 6 could be considered
an ornament, though sung in a bel canto style as opposed to the Baroque/Classical style. This
would mean full voice and value to each note, not allowing any resonance to fall back into the
soft palate of the vocal tract. The word “monter” (to climb) is set to two descending pitches (B to
G-sharp), and the words “trop haut” (too high) at m. 9 are also set to two descending pitches (E
to D-sharp). The contour of these note settings is in opposition to the meaning of the text. It
could be that suitor does not want to appear too desperate at the beginning of the piece and
would like to just signal to his lover that he wants to come up to her balcony, though it is too
high. (Ex. 3a–5)
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Example 3a–5. Intervallic descent on words “monter”(to climb) and “trop haut” (too
high) showing the contouring of the phrase in opposition to the meaning of the text.
In mm. 6-13, the suitor sings about his lover’s white hands, repeating the text.
Traditionally, any repetition of text shows emphasis or reinforcement of sentiment or agitation.
The first time, the word “blanche” (white) ascends from A to E and the second time starting a
half step lower from G-sharp to C-sharp. The second appearance of “blanche” (white) in the
lower part of the register sets the text in the middle of a singer’s voice, which is the warmer part
of the voice. The middle warmth will reinforce the sensual elements of the lyrics. Caillebotte
utilizes this compositional tool of text repetition again as the vocal line rises to the high G-sharps
(m. 13) and then descends on the text “n’atteignent pas mes bras tendus” (do not reach my
outstretched arms). (Ex. 3a–6)
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Fig. 3a–6. Text repetition to reinforce emotional emphasis along with Caillebotte’s
compositional tool of descent in contour and phrasing.
The high G# high pitches on the word “tendus,” (outstretched) are set in the extremes of
the vocal passaggio and Caillebotte uses this part of the voice, (upper passaggio) to word paint
“n’atteignent pas mes bras tendus” (do not reach my outstretched arms). The voice stretches out
72

to the lover in the way the arms are indicated in the text, however with a sense of tension for it is
sung in the part of the voice where transition and tension is physically felt. The pianist should
take care to allow enough space for the voice to open up and articulate the text. A gentle
ritardando, while creating a crescendo (which Caillebotte indicates as augmentez), could be very
effective for the closing of the verse.
At the close of the stanza at m. 15, the vocal line descends to low D-sharp for two
reasons. One is to quiet the vocal line and not let the troubadour wake the nurse, and secondly,
harmonically, to insist on the dominant of G-sharp minor and avoid resolution, thus prolonging
the suspense towards the troubadour’s ultimate goal. The fortissimo “Olé” V-i cadential material
interrupts each verse as if the troubadour has to “watch out” just in case the nurse catches him
trying to sneak up to his lover.
In the second stanza (beginning at m.16) the young troubadour gives his lady love
suggestions on how to assist him up to the balcony. The second stanza favors the j sound (IPA
symbol [dz]) in the words “jette” (throw) and “déjouer” (to foil). The urgency in this poem is
reinforced by the suitor’s tone, as his desires indicated in the text of the first stanza now become
commands. The succession of these commands to throw or braid (“un collier,” “un ruban d’or,”
“une échelle,” “des cordes de ta guitare” [a necklace, a golden ribbon, a ladder, the strings of
your guitar]) are set so the singer oscillates between the middle part of the voice where the tone
is warmer, to the limits of the second passaggio where the tension of the voice needs to be
negotiated delicately. The suitor demands that the lady throw a ribbon to him or braid the guitar
strings into a ladder so that he may climb to her. The last line of this stanza contains the most
important proposition: “Ou bien encor…” (Or better still…) leading us into the most sensual and
erotic stanza. The word “encor” (still) lands on the low D# for the vocalist and requires a
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throatier sound for musical and emotional resolution is still not attained and the troubadour’s
mission continues in amplified desperation. Like in the last stanza, the music ends with the “Olé”
V-i cadence interrupting the troubadours actions and train of thought. (Ex. 3a–7)

Example. 3a–7. mm. 27-28 Descent of vocal line and sustained dominant tone on “encor” (still)
and interruption of text by the “Olé” V-i cadence.

The third stanza, beginning at m. 29, is intimately directed to the beloved, so an added
crescendo to the singer’s voice is desired. The sounds f and fl are emphasized sounds (IPA [f])
in the words “fleur,” “défais,” “flot” (flower, unfurl, flow). The fricative resistance of these
consonants aligns with prolonging the climax of the sentiments of the text. Caillebotte sets the
opening line of text for this stanza with eighth notes, not the sixteenth-note pattern as seen in the
earlier verses. (Ex. 3a–8.) This would indicate a need to return to the original tempo, or perhaps
even choose a slower tempo.
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Example. 3a–8. Third stanza vocal line introduction with eighth notes m. 29.

The augmentation from sixteenths to eighth notes prolongs the delay of the ultimate
pleasure or desire, which is the lovers coming together. Caillebotte, in effect, is putting on the
brakes before the final union. In order to achieve this vocal affect, the singer can lighten the
pressure on the vocal folds through the use of a delicate air spin, or he may make use of a
straighter tone with little vibrato.
The pianist’s right hand continues a pizzicato (plucked/detached) accompaniment – very
soft, but steadily rhythmic. Verse 3 is the most complimentary (towards the woman) and
convincing part of the mélodie. The entire verse is marked pianissimo for the voice and piano,
until the arrival of the stanza’s closing material at mm. 39–40. Just like we saw in the rise and
fall of tone and phrasing at mm. 13-14, this section should apply a ritardando-crescendo
technique in both the piano and the voice. (Ex. 3a–9) The word augmentez in the piano part
means both voice and piano should employ rubato or a stretching of the text over a crescendo.
The undulating contour of the phrasing found in the vocal line and the bobbing repetition of
dynamics reflect the intensification of the troubadour’s seduction.
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Ex. 3a–9. Augmentez being used to indicate intensification and crescendo in both vocal
line and piano accompaniment.
In the fourth stanza (beginning in m. 42) the sixteenth-note unaccompanied vocal line
returns, this time marked forte. In this stanza, the sound of the vowel combination ai (IPA [e]) is
emphasized in “gravirai” (will climb) and “monterai,” (will ascend) narrowing the vocal tract
and focusing the sound towards a brighter color. It is the most closed vowel of the entire poem,
thus indicating a more tense and strained interpretation. Starting at measure 48, Caillebotte
indicates a tempo marking of augmentez, (getting louder) used to accelerate the suspense of the
mélodie’s intense closing, symbolizing the final build up towards the troubadour’s goal.
The bass pedal tones return at mm. 49-53. The left hand descends deeper into the lower
tones of the piano, while the vocal line set to the text of “ciel” (heaven) and “ange” (angel),
ascends to the extremes of the vocal range. It is as if the troubadour is literally trying to reach to
the heavens. Caillebotte uses the expansiveness between the bass notes and vocal line to
musically describe the broadening of the final climax. The troubadour is about to achieve his
desired wish. (Ex. 3a–10) The half note length of each of these low pitches is reminiscent of a
far-away bell tower tolling away and reminding the troubadour that it is getting late and time is
of the essence. It is the densest accompaniment thus far in the piece, giving substantial harmonic
and rhythmic support to the vocal line.
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Fig. 3–10. Descending bass pedal notes “bell tones” opposing the “rise” of the troubador’s quest
and vocal line mm. 49-52.
At measures 51-55 the troubadour cries out to his beloved with the threefold declamation,
“dans les parfums je monterai” (in [your] scent I will ascend [to you]). This is the only time
Caillebotte chooses to repeat the text three times. Here Caillebotte repeats in order to show; the
troubadour’s continued efforts to reach his desire and expression of his lust and need to be with
his lover.
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On the last word “monterai,” (will ascend) (m. 54) Caillebotte has placed a fermata on
the note E, prolonging one last time the troubadour’s intended goal. Right after the fermata at m.
55, it is the voice that this time takes on the rhythmic and harmonic gesture of the “Olé” cadence.
(Ex. 3a–11) The piano concludes with rolled chords in G# minor supporting a held fortissimo Gsharp in the vocal line. The vocal line of the troubadour’s text is finally musically and
emotionally resolved. The significance of this resolution could indicate that the troubadour
succeeded in getting what he wanted. Both voice and piano should make a clean cut off together
on the last G# minor piano chord.

Example 3a–11. Vocal line with fermata and Olé cadence.

Interpretation of this last verse could be done in either of two ways. It is possible that the
beloved was seduced by the troubadour’s compliments and attention, and therefore she
succumbed to her desire as well as his. Another way to approach this verse, however, is to
imagine that the troubadour while trying to continue his seduction, cannot refrain from achieving
his ultimate release and thus succeeds in a way. If that is the interpretation the performers
choose, then this verse should be sung as a most impassioned, desperate plea. The singer must
balance his frustration with a charming, seductive quality to his voice. It is important to keep an
intense, solid tone. Adding vibrato to the longer sustained tones while increasing the airflow
helps to achieve this desired effect.
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Chapter 3–b
“Mignonne, allons voir si la rose” (poem 1545, mélodie 1884)
Poem by: Pierre de Ronsard (1524–1585) from Premier Livre des Odes (1553)
Voice: Tenor/Soprano
Mignonne, allons voir si la rose
Qui ce matin avait déclose
Sa robe de pourpre au soleil,
A point perdu cette vesprée,
Les plis de sa robe pourprée,
Et son teint au vostre pareil.

Darling, come let us see if the rose
That, this morning, had opened
Its crimson dress to the sun
Has lost, this evening
The folds of its crimson dress
And her complexion, so like yours.

Las! voyez comme en peu d’espace,
Mignonne, elle a dessus la place
Las! las! ses beautéz laissé cheoir!
Ô vrayment marastre Nature,
Puis qu’une telle fleur ne dure
Que du matin jusques au soir!

Alas! See how, in such a short time,
Darling, she has at this very place
There, there, her beauties let fall.
O truly cruel nature!
When such a flower will last
Only from morning to evening!

Donc, si vous me croyez, mignonne,
Tandis que vostre âge fleuronne
En sa plus verte nouveauté,
Cueillez, cueillez vostre jeunesse:
Comme à cette fleur la vieillesse
Fera ternir vostre beauté.

So, if you believe me, Darling,
While your youth is still in bloom,
In its greenest freshness,
Gather, gather your youth,
Since what old age did to this flower
Will tarnish your beauty.

The Poem
Pierre de Ronsard (1524 –1585) wrote an ode142 laced with the thematic elements of
romance, love, nature, beauty and carpe diem. The ode is strophic with three stanzas, each
containing six octameter lines. The rhyme scheme is aabccb. The narrator of the poem is in a
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An Ode is a poem structured with three stanzas, the strophe, the antistrophe, and epode.
Thematic material is usually in form of praise of someone or addressing someone.
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position of authority possessing wisdom that comes with age; perhaps an older suitor. Although
the text contains romantic overtones, it is in the end a warning or lesson for a young woman.
The suitor compares the beauty and life of a rose to the woman’s youth and ability to
attract a mate. The message to the woman is that she should seize the moment, for eventually her
youth and beauty will fade. The messaging of the poem is for the young woman to “Gather ye
rosebuds while ye may.”143 She is to embrace life and all that it has to offer. There is also an
undertone of wistfulness on the part of the suitor, knowing how fast youth is lost and how
everything fades in old age. Although not literally presented in Ronsard’s prose, perhaps the
woman is to give herself over to the suitor while she is still young and help him revive his youth
through his connection to her.
In the first stanza, the story begins innocently enough, or so we are meant to believe. The
suitor invites the young woman to go on a walk. Along the way he asks her to observe a rose that
had blossomed in the morning daylight. He then implores her to make another observation about
the rose. Comparing the crimson petals of the blooming rose to the woman’s complexion, he
then challenges the woman to consider if the rose can maintain its bloom and beauty through the
evening.
In the second stanza, or antistrophe, Ronsard ignites fear and trepidation in the text.
Beginning with the word “Las” (Alas), the suitor attempts to grab the attention of the young
woman. He points out the withering of the flower. As the night falls, he reminds her, so does the
rose’s beauty. He then gives the final warning: Mother Nature is cruel, and the rose is only given
the timespan of a day to stay beautiful and alive. This entire stanza is presented to the woman as

This quote is from the first line of text from the poem “To the Virgins, To Make Much of
Time” by Robert Herrick.
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a metaphor towards her own life, youth and beauty. The suitor’s message is clear; that youth and
beauty are fleeting.
In the third stanza, or epode, the narrator finalizes his message. In hopes that the woman
believes him, the suitor addresses the woman directly to deliver the moral of the story. He
explains that although the woman’s beauty and youth are currently available, they will not be for
long. She must profiter (take advantage) of all that this time in her life has to offer. The topos of
carpe diem is presented (“Cueillez votre jeunesse, Comme à cette fleur la vieillesse, Fera ternir
la vostre beauté” [Gather your youth, Since what old age did to this flower, Will tarnish your
beauty]), and the young woman must decide on how to shape her future. Will she seize the day?
Or will she let the “night fall” without knowing true happiness or experiencing the sensual
pleasures of life?

Caillebotte’s Setting of the Poetry
Caillebotte repeats the opening stanza at the end as a balance, or as one a the bookends
and adds some expanded closing material. The form of the piece is A B C A’. The mélodie is in
C major and has an asymmetrical meter 5/4 (3 + 2), with the tempo marking Avec grâce (♩ = 76)
suggested. The dotted bar line dividing the measures serves to guide the performer’s
interpretation of the musical setting by indicating the stressed syllables of Ronsard’s poem. (Ex.
3b–1.)

88

Example. 3b–1. 5/4 meter divided by dotted bar line to align with the syllabic emphasis of
Ronsard’s text.
Caillebotte introduces his trademark “pulsatile offbeats” in the accompaniment. This
rhythmic motif is ceaseless throughout the mélodie (except for the closing). The mélodie exhibits
quick harmonic shifts, with wandering tonal centers: Section A mm. 1-11 C major; Section B
mm. 12-19 Cmaj-Gmaj-Cb maj-Eb maj; Section C mm. 20-26 Eb major- B major- G maj 7;
Section A’ mm. 27-37 C major. Caillebotte uses harmonic changes to support the emotional
transitions indicated in the text that expresses passion, desire, love, anguish and in this case, a
warning. The dynamic range is expansive; pp to f .

Analysis
The opening G octave in the piano’s right hand establishes neither the tonality nor the
meter. It is the vocalist who establishes the tempo with the quarter-note entry on the first syllable
of Mignonne, but without a bass line and given the long measures, the meter remains elusive.
This ambiguous meter reflects the suitor’s intention of wanting to keep the naïve woman on her
toes, making sure that she is paying attention. It is imperative that the vocalist be clear
rhythmically when singing the first few quarter notes. This will guide the pianist in sensing the
syncopated pattern of the accompaniment.
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The ascending interval of a sixth (G to E) at mm. 1-2 is used for the introduction of the
vocal line and is set to the text Mignonne. The interval of a 6th whether major or minor is an
important melodic element in this mélodie. The intervallic leap represents the opening of the rose
which is then followed by a drooping contour of the vocal line from mm. 2-4 . (Ex. 3b–2.). These
oscillating gestures in the vocal line are seen throughout the mélodie representing the opening
and closing of the flower.

Example. 3b–2. Intervallic leap on Mignonne (G-E) followed by vocal line that descends
in contouring (mm. 1-2).
Caillebotte arrives at C Major at m. 4, on the word “déclose” (opened). The music written
for this first stanza remains mostly in C major. The diatonic elements of C major are noncomplicated and reassuring. These calming characteristics aide the older suitor in building trust
with the young woman allowing him to teach her this valuable lesson.
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At measure 4, as soon as Caillebotte solidifies the tonality of C major, he adds motivic
material in the accompanist’s right hand. The triplets, sixteenths and dotted sixteenths are playful
and flirtatious as they flurry around the text of the suitor’s description of the rose. (Ex. 3b–3) The
undulating, whimsical nature of this motif is also reflective of the opening and closing of the rose
and is used to point out the joy and lighthearted essence of the moment in time.

Example. 3b–3. Motivic material in accompaniment juxtaposed to the vocal line (m. 4).

At m. 8 the vocal line ascends to the first climax of the piece. The text “et son teint” (and
her complexion) is set in the vocal line on high F# and G; the limits of the upper passaggio. The
music is marked augmentez and with a crescendo, where the height of the crescendo is directly
under the word “teint” (complexion). The harmony begins on a B7 4/2 chord and resolves
chromatically through the common tone D#/Eb to an Eb 6 chord and a half step descent in the
bass notes B to Bb At this moment, the suitor desperately wanting the woman to see the flower’s
beauty, knows no other way but to cry it out. However, the suitor catches himself. He realizes
that he must not appear too eager, he then repeats “et son teint” (and her complexion) an octave
lower and supported by a piano dynamic marking. At mm. 9-10cadence in C major appears and a
slightly modified leitmotif is found in the right hand of the piano part at m. 10. (Ex. 3b–4). This
time the motif begins with sixteenth notes and expands to high C of the C major tonality. This
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larger intervallic range symbolizes the peak of the rose’s bloom as the music transitions to the
second stanza.

Example. 3b–4. Modified motif in accompaniment (mm. 10-11).
At measure 12 the text of the second stanza is once again set against the “pulsatile
offbeats” in the accompaniment. Beginning with the word “Las” (Alas) on the note middle G in
the vocal line, the suitor grabs the attention of the woman. It seems that the vocal line merges
with the C major harmony found in the accompaniment. However, the note A-flat on “-yez” of
“voyez” (see) and B-flat on the word “peu” (short) darken the harmonic color of the phrase by
using the upper tones of C minor scale. This modal mixture creates a daunting ambiance,
reflecting the fear and trepidation being instilled in the woman.
From mm. 12-19 the suitor’s sole purpose is to have the woman observe the rose. At m.
14, he says again “Las” (Alas), and repeats it at m. 15. The harmonies at this point in the mélodie
begin to shift quickly from measure to measure. At m.14 the first “Las,” (Alas) set to the note Dflat in the vocal line, is supported by a G-flat 6 harmony, and at m.15 the second “Las,” (Alas)
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set to the note D in the vocal line, is supported by a D7 harmony144. This chromatic ascending
half step in the vocal line is indicative to real speech inflection. When reiterating a plea, the tone
of the speaking voice rises much in the way Caillebotte writes here for the text of the suitor.
At the end of m. 15 the text “laissé cheoir!” (let fall) is set to the contour of the line that
encompasses an ascending interval of a minor sixth, musically in opposition to the meaning of
the text. The rise of the vocal line at the end of m. 15 emphasizes the suitor’s intention of
wanting to have the woman truly understand that the rose’s beauty does fade. At this moment,
Caillebotte texturally paints the fading beauty of the rose by a descending chromatic line in the
right hand of the piano. (Ex. 3b–5)

Example. 3b–5. Rising chromatic vocal line on “Las” (Alas) and rising minor 6th gesture
on “laissé cheoir!” (let fall) countered by chromatic descent in right hand accompaniment (mm.
14-15).

144

This resolution was made through the common tone Gb/F#
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At m. 16 the climax for this stanza arrives on the text “O vrayment marastre nature” (O
truly cruel nature). High G’s are set on the syllables “tu-re” of “nature” and the text is met with
an accelerando and colored with the dynamic marking of forte. The note G rests at the very limit
of the upper passaggio in both the soprano and tenor voice. The closed vowel u in French [IPA
y] is rather difficult to sing in the high register without vowel modification. The singer can
reflect the tension and seriousness of the suitor’s message by not modifying and keeping a more
focused [e] inside the [u] space of the second vowel of the word “nature.” This will allow a
more strident color to be used and therefore sounding more like a desperate cry.
To capture the cruelty of nature and what she does to the rose’s beauty, (mm. 16-19)
Caillebotte uses chromatic, quick shifts in harmonies with the emphasis on V of E flat that
appears at m. 18. At m. 17-19 the text “puis qu’une telle fleur ne dure/ Que du matin jusques au
soir” (when such a flower will last from morning until evening) is delivered over slithering,
chromatic harmonies in the accompaniment (A half-diminished7 to G minor; C-flat Ger6 to E
flat minor; C-flat with an added 6th to Eb). Another ascending minor 6th interval on “Puis
qu’une” (when such a) initiates, once again, the down-up contouring of the vocal line reflecting
the opening and closing of the rose. (Ex. 3b–6).
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Example. 3b–6. The down-up contouring of the vocal line initiated by the minor 6th,
reflecting the opening and closing of the rose (mm. 17-19).
At measure 19, the transition material to the third stanza begins. Caillebotte stabilizes
somewhat in E-flat major by issuing a reinforcement of B-flat bass notes on the strong beats
(beats 1 and 4) of each 5/4 measure. The pianist’s right hand plays a shortened portion of the
modified motif. (Example 3b–7). The motif is truncated for time is running out and the suitor
needs to get to the end of his lesson and warn the woman before it is too late.

Example. 3b–7 Truncated Motif used as a transition to third stanza (m. 19).

The suitor’s vocal line begins in the middle part of the voice on the pitch F4 (mm. 20-22)
on the words “Donc si vous me croyez, mignonne” (So, if you believe me, Darling). It is the only
stanza that does not begin on G4 in the vocal line. The lower step may indicate a hushed and
more serious tone since it is also reinforced by a marking of piano. These last words are meant to
seal the deal: “Donc si vous me croyez Mignonne, Tandis que vostre âge fleuronne” (So if you
believe me, Mignonne While your youth is still in bloom). The vocal line has less undulating
contouring at this point, hovering around notes F, G and Ab and sung in the middle of the voice.
(Ex. 3b–8) When addressing the woman directly the line veers away from the characteristics of
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the down-up contouring of the opening and closing of the rose and takes on a more flat and
serious execution of notes and text.
The vocal line ascends once again (Ab-Bb- C-D on the text “verte nouveauté” (greenest
freshness), as the suitor becomes more excited. Caillebotte issues an E-flat major harmony
reinforced by a dominant pedal of Bflat. He then repeats this compositional tool and moves to B
major with F-sharp bass pedal reinforcements (see ex. 3b-8). These F-sharp bass notes repeat the
pattern found earlier and beat on the strong beats of the 5/4 meter (beats 1 and 4). The words
“Cueillez, cueillez vostre jeunesse” (Gather, gather your youth) begin with an ascent of a 5th.
Although the ascending intervals recall the characteristics of the contouring of the line of the
rose, perhaps this time the 5th is for the woman signifying her bloom.
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Example. 3b–8. Stanza 3 beginning on note F and vocal line more level and less
oscillating mm 20-22)
From mm. 23-26, the right-hand accompaniment has a defined countermelody comprised
of elements of the main motif. At this point the vocal line and right-hand piano accompaniment
work in duet-like fashion. (Ex. 3b-9). They overlap one another as if the woman and the rose are
becoming intertwined.

97

Example. 3b–9. Duet of vocal line and counter melody of right hand in the piano
accompaniment (mm. 23-26)
The last dizzying spell of harmonic shifts aide the suitor with keeping the the woman
engagedto what he is saying. The evaded cadences and meandering harmonies also indicate
uncertainty. The return of A’ arrives without transition material of a motif connector.
In this final bookend refrain, Caillebotte uses the exact material found in the beginning A
section (mm 1-10). However, there is a small difference in this A’. At m. 34 the vocal line
ascends and resolves to the tonic. The closing material is slightly expanded with a cadential V
6/4 on the repeated text au vostre pareil (so like yours). At this moment (m. 35), Caillebotte
inserts two measures of 3/4 meter. The 3/4 meter stabilizes the asymmetrical pattern of the 5/4.
(Ex. 3b–10). The disappearance of the insistent, heartbeat-like pulses in the accompaniment is
indicating that the desired intention of the suitor has been accomplished. The motif closes the
mélodie. The night has arrived, and the woman has learned her lesson.
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Example. 3b–10. 3/4 Time Signature and disappearance of pulsatile offbeats (mm. 3437).
It is possible that the suitor also has a chance to relive his youth for Caillebotte brings the
beginning stanza back as a closing refrain? Perhaps the suitor will be able to live vicariously
through the young woman as he sees her embracing life and experiencing all the things he at one
time experienced as a young man. In the end, perhaps it is after all just the circle of life.
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Chapter 3–c
“Chanson” (poem 1400s, mélodie 1884)
Poem by: Olivier Basselin (1400–1450) from Chansons du Vaux-de-Vire (collection 1875)
Voice: Baritone
Ayant le dos au feu et le ventre à la table
Estant parmy les pots pleins de vin délectable,
Ainsi come un poulet
Je ne me laisseray mourir de la pépie,
Quand en devrays avoir la face cramoisie
Et le nez violet!

With my back to the fire and my belly to the table
Among the full pots of delectable wine,
Like a stuffed chicken
I will not let myself die of thirst
When one should have a crimson face
and red nose!

Quand mon nez deviendra de couleur rouge ou perse
Porteray les couleurs que chérit ma maitresse,
Le vin rend le teint beau.
Vaut-il pas mieux avoir la couleur rouge et vive,
Riche de beaux rubis, que si pasle et chétive
Ainsi qu’un buveur d’eau?

When my nose becomes red or blue
I will wear the colors that my mistress cherishes,
The wine makes the complexion beautiful.
Isn’t it better to have a red and vibrant color,
Rich like beautiful rubies, than so pale and puny
Like that of a drinker of water?

On m’a defendu l’eau, du moins en beuverie,
De peur que je ne tombe en une hydropisie
Je me pers si j’en boy!
En l’eau n’y a saveur
Prendray-je pour breuvage ce qui n’a point de goust?
Pouah! Pouah!
Mon voisin, qui est sage,
Ne le fait que je croy.

I’ve been forbidden water, at least for drinking,
For fear that I’ll develop hydropsy
I lose my bearings if I drink it.
In water, there is no flavor
Should I drink a beverage with no taste?
Phooey! Phooey!
My neighbor, who is wise,
Doesn’t do it that I believe.

Qui aime bien le vin est de bonne nature,
Les morts ne boivent plus dedans la sépulture.
Hè! qui sçait s’il vivra
Peut-estre encore demain?
Chassons mélancholie,
Je vais boire d’autant à ceste compagnie,
Suive qui m’aymera!

He who loves wine is good-natured,
The dead drink no more inside the grave.
Heh, who knows who will perhaps
Still be alive tomorrow?
Let us chase away melancholy,
I am going to drink as much as this company,
Those who love me, follow me!

The Poem
Olivier Basselin penned the first chanson à boire (drinking song) in the mid-1400s.
Known as vaux-de-vire, this traditional French poetry originated in the Vaux-de-Vire region of
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Normandy. Historically, Normandy is considered the birthplace of rhyming poems in the French
language, and it is there that the oldest chansons were found.145
Jean Le Houx (1510– 1616) collected Basselin’s works in the book Vaux-de-Vire
d’Olivier Basselin.146 This is the source for the poetry for Caillebotte’s “Chanson.” Basselin’s
celebrity was established only after his death when literary figures, like Le Houx, used his work
to inspire their own vaudeville poetry.147 Basselin’s texts can be described as extremely lively,
raw, comedic, and theatrical, in which a narrator is depicted celebrating with wine and song.
Basselin’s characters were mostly joyous, but a sense of sadness or down-on-one’s-luck is also
found in the subtext of some of his poetry. It is in this spirit that Sur Insipidité de l’eau (original
title) (“Chanson”) must be performed.
The poem is narrated in the first person. In the first stanza, Basselin portrays a scene
where a jolly old “fella” is in a tavern. The protagonist’s self-description brings to mind
Shakespeare’s character, the fat buffoon Sir John Falstaff, who spends most of his time drinking.
In this song, the fella is a denizen of a drinking establishment where the townsfolk gather to sit
along long wooden tables on cold winter evenings, with their backs to the fire and their full
bellies against the rim of the tables. The old sot is in heaven, as he sets himself in front of all the
pitchers of wine, vowing to not let himself die of thirst.
In the second stanza, the fella brags about his beautiful red and blue nose and rosy
complexion. He even goes as far as to say that his mistress prefers his coloring to be that way.

145

Louïs Du Bois, Vaux-de-vire d’Olivier Basselin, poëte normand de la fin du XIVe siècle; suivis d’un choix
d’anciens vaux-de-vire, de bacchanales et de chansons, poésies normandes, soit inédites, soit devenues
excessivement rares; publiés avec des dissertations, des notes et des variantes (Paris, France: F Poisson, 1821), 5.
146
Armand Gaste, The Vaux-de-Vire of Mastre Jean Le Houx, Advocate, of Vire. (Paris: Alphonse Lemmer,
Publisher, 1886), 1.
147
Ibid., 2.
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He knows that only the wine can help him achieve that rouge aesthetic, for a drinker of water
looks pale and sickly.
In the third stanza the fella continues on with his disdain for water. Although those
around him encourage him to drink the water, he refuses and will have none. He thinks water has
no taste, and he, of course, prefers taste. He then challenges the crowd with the question,
“Prendray-je pour breuvage ce qui n’a point de goust?” (Should I drink a beverage with no
taste?). Basselin, in a crude manner, inserts the text “pouah” (phooey) as the fella pretends to spit
out the water that he would – of course – not drink.
The protagonist rationalizes his drinking obsession in the final stanza. He is simply a
lover of wine and someone who allows the problems of the day to melt away with each mouthful
of the sweet drink. He proclaims that life is short and when you die the wine is no longer
available. So, live for today, let wine chase away the melancholy, and enjoy all the happiness
that these finer things in life have to offer. The final text, “Suive qui m’aymera” (Those who love
me, follow me), evokes a toast-like gesture with a raising of a glass.

Caillebotte’s Setting of the Poetry
In Basselin’s four-stanza poem each stanza contains six lines (sestet) with a rhyme
scheme of aabccb. Caillebotte sets the poem in the key of G minor. The vocal line and
accompaniment are punctuated with rhythmic patterns that mimic the natural flow of speech.
Caillebotte captures this characteristic patter with various combinations of sixteenths and eighths
set to each syllable of each word. Melodic and rhythmic motifs are threaded throughout the work
to help delineate one stanza from another as well as identify new action or emotional intention in
the text.
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The mélodie is in A B C A form. Stanzas one and four utilize identical harmonic and
thematic material, creatinga musical balance to the mélodie. Sections A and A’ begin in G minor
which quickly give way to chromatic shifts only to return back to G minor by the end of the
sections. Section B (mm. 44-76) begins in G minor and transitions to E-flat major by the end of
the stanza. Section C (mm 77-116) is the most complicated harmonically, comically set to the
protagonists hatred of water. At m. 77 Caillebotte begins this section in E-flat major then moves
to a variety of keys: E major (mm. 82-86) B-flat minor 7 (m 88), C major (m. 89), D minor (mm.
100-101), A minor (mm. 102-103), E minor (m. 104), G major (m.105) B minor (m. 106) Fsharp major (mm. 107-198). At this point (mm. 109-116) Caillebotte descends chromatically in
the bass line (F#- F♮- E- Eb) to D major (V/G minor). The accompaniment supports a lyrical and
dramatic vocal line peppered with spoken or shouted text. The raw qualities of the text and the
drinker’s transparent lack of guilt call for a musical and dramatic interpretation that is free of
inhibitions.

Analysis
The piece begins in a suspenseful manner with a sustained trill on D6 in the right-hand
piano part, combined with a descending dominant ninth chord (functioning as a dominant pedal
of G minor) in the left hand. The tempo marking indicated is mouvement modéré (tempo
moderato) along with a nuance of forte for the piano introduction and vocal entrance. This
vibrant beginning (mm. 1-5) grasps the listener’s attention. The clunky descent of notes (F#5D1) in the left hand creates an image of a drunken man stumbling down the steps of the tavern
entrance as he struggles to arrive at the edge of the old wooden table. The upper D note trill rolls
forward, like the quick tapping pattern made by drumsticks on a snare drum. Caillebotte uses this
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to help create the theatrical elements of the beginning of a show, as the fella is about to entertain
his audience with a drunken song. (Ex 3c–1).

Example 3c–1. Right hand high D “snare drum roll” and left hand “stumblings of the old
fella” (mm1-5).
A perfect authentic cadence that depicts agesture in octaves in contrary motion
concludes the opening material (mm. 6-7). The first two measures of the vocal line are
unaccompanied (starting at m. 7), creating a quasi-recitative. The drunken fella is ready to share
with the tavern patrons his views on whatever might be floating around in his intoxicated head. It
is here that the principal theme is introduced. The vocal line starts in G minor embodying a
rhythmic motif and melodic theme (“fella” theme). The eighth note rest followed by two
sixteenths and two eighths catapults a simple folk-like melody outlining the first five notes of the
G natural minor scale. (Ex. 3c–2).
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Example. 3c–2. Rhythmic motif and “Theme” of the Fella (mm. 7- 10).

At m. 11 the theme is reintroduced in the vocal line, however this time extending the
vocal range to the sixth tone of the G minor scale (E-flat) at m.13. The piano part contains a
short musical interjection in the left hand (notes C-Bb), symbolizing someone calling out from
the crowd encouraging the fella to continue. (Ex. 3c-3).
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Example 3c–3. “Fella” theme ascends to the 6th (Eb) and piano interjection in left hand
(mm. 11-13).
At m. 14 the piano plays a countermelody in D minor and A minor juxtaposed against the
singer’s sustained notes of D and A. The rhythmic motif inverts to two accented eighths followed
by two slurred sixteenths. (Ex. 3c-4). This countermelody, representing the tavern crowd singing
and clapping along with the fella, heightens the celebratory ambiance and raucous energy.

Example 3c–4. Countermelody in D minor and A minor in the piano beginning with two eighths
and two sixteenths representing the tavern crowd (mm. 14-18).

In mm. 19-20 an E minor 7 shifts to an F major 7 harmony. The vocal line in m.19 and
m. 21 is dictated with a dynamic marking of p. The fella is whispering to his audience, forcing
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them to physically get close to him and listen to his silly jokes of being “stuffed like a chicken”
or “dying of thirst.” The vocal line is then rhythmically echoed by the piano in m. 20 and 22.
(Ex. 3c-5). The sixteenth/eighth note pattern is marked forte and staccato evoking a resounding
response of the tavern crowd. Caillebotte initiates this call-and-response effect to capture a
comical “salt of the earth” ambiance. One can imagine the tavern crowd playing these rhythmic
echoes with a slap on their knees or with the clacking of silver spoons. The repetitive nature of
this rhythmic motif draws further attention to the drunken singer.

Example 3c–5. Rustic Rhythmic Fanfare of the Tavern People (mm. 19-22)

As the fella speaks about dying of thirst, Caillebotte meanders back to G minor through a
series of chromatic chords and applied harmonies. Beginning at the end of m. 22 each syllable is
supported with a chord change in the accompaniment. (Ex. 3c–6).
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Example 3c–6. Descent of the vocal line supported by chromatic and applied harmoniesin
the piano part (mm. 23-24).

At m. 25 the opening vocal motif reappears in G minor, though now accompanied by
Caillebotte’s trademark “pulsatile offbeats” in the piano part. (Ex. 3c–7). Caillebotte uses this
compositional tool to destabilize the listener therefore enhancing the attention to the poetry.
Here, the fella is proudly proclaiming that one should possess a crimson face and red nose
(“Quand en devrays avoir la face cramoisie, et le nez violet!” [When one should have a crimson
face and red nose!]). Musically, the material from mm. 14- 24 reappears here at mm. 32-43. It
underlines the repeated, drunken text of the fella and closes the stanza with an authentic cadence

115

in G minor. The added low G, ornamented with octave G grace notes, at m. 43 is a humorous
recall of the opening rhythmic element of the snare drum (bada-bum). (Ex. 3c–8). This rhythmic
gesture places closure to the section. Repetition found here in both the text and music represents
the fella and the crowd singing together in drunken folly.

Example. 3c–7. Caillebotte’s “pulsatile offbeats” trademark highlighting the pride of the redfaced fella (mm.25-28).

Example 3c–8. Rhythmic gesture (bada-bum) of the “snare drum” closing out the section
(m. 43)
The second stanza (Section B) begins at m. 44 and is in the key of G minor. The staccato
broken arpeggios of the accompaniment anchored by strong down beats give way to a punctuated
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and structured vocal line. At mm. 46-50 Caillebotte introduces a new rhythmic motif in the vocal
line. The text is set to militant, dotted-eighth-sixteenth-note combinations. (Ex. 3c–9).

Example 3c–9. Rhythmic motif for the second stanza, dotted-eighth, sixteenth note
pattern on the downbeats of each measure (mm. 46-48).
Measures 44-72 oscillate between G minor and its relative major. The voice and piano
are equally balanced; both marked forte with accented articulations. The B-flat major harmony at
mm. 50-53 portray the moment in the poem when the fella speaks of his mistress. The left and
right hand in parallel octaves present countermelodic material articulated with slurs and
pedaling. Perhaps the gentler, more lyrical accompaniment in a major tonality highlights his
warm sentiments towards his lady (“Quand mon nez deviendra de couleur rouge ou perse
Porteray les couleurs que chérit ma maitraisse” [When my nose become red and blue, I will wear
the colors that my mistress cherishes]). This musical material reappears at mm. 66-69. The fella
reminds everyone how it is better to be red faced like a rich beautiful ruby than pale and puny
(“Vaut-il pas mieux avoir la couleur rouge et vive, Riche de beaux rubis, que si pasle et chétive”
[Isn’t it better to have a red and vibrant color, Rich like beautiful rubies, than so pale and puny]).
(Ex. 3c–10a and 10b).
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3c–10a.

3c–10b.

Example 3c–10a and 10b. Countermelody in right and left hands in B-flat major
supporting the text pertaining to the mistress and the rich beautiful rubies (mm. 50-53 and mm.
66-69.)
Caillebotte offers the singer an optional high F at mm. 50 and 66. It is an opportunity for
the singer to add lyrical technique to this sentimental passage. Up until this point the vocal line
has been highly syllabic and texturally “punchy.” The note F is set on a syllable and word that
should not be stressed (ray of “porteray”-wear and “de”-of ), therefore the singer should avoid
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placing too much emphasis on these notes. Instead he should sing them as small peaks that roll
towards the endings of the musical gestures. The transition to the third stanza is achieved with a
deceptive cadence into the VI of G minor at m. 77.

The third stanza begins with an E-flat pedal in the bass (m. 77). The fella expresses rather
vigorously, his disdain for those who wish he would drink water. Reflecting the fella’s agitation
at such a request, Caillebotte sets a wide range of dynamic colors for both the voice and piano
(ranging from p through ff). Each line of poetry is met with a new harmonic element highlighting
the emotional shifts of our main character. Setting the text where the fella states that he must
drink [wine] in order to avoid dehydration, (“On m’a défendu l’eau, du moins en beuverie, De
peur que je ne tombe en une hydropisie” [I’ve been forbidden water, at least for drinking,
For fear that I’ll develop hydropsy]), Caillebotte humorously word paints with rhythmic and
chromatic changes. E-flat major at mm. 79-81 and E-major at mm. 84-86 present groups of
swirling sixteenths notes showing how the narrator is entering further into a dizzying drunken
state. (Ex. 3c–11).
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Example 3c–11. Swirling sixteenths mirroring the acceleration of intoxication of the fella
(mm. 79-81 and 84-86).
A quick harmonic shift of B-flat minor 7 to C major occurs at m. 87-88. These harmonies
underscore the text “Je me pers si j’en boy” (I lose my bearings when I drink it) which is set to a
descending vocal line. And as if the crowd did not hear him the first time, the protagonist repeats
himself. This time a D-flat augmented 6th chord supports an ascending vocal line that eventually
shifts to C major on the text “boy” (drink) (Ex. 3c–12). This section ignites a transition of
surprising harmonic material that mirrors the unpredictable behavior of someone that has had a
little too much to drink.
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Example. 3c–12. “Je me pers si j’en boy (I lose my bearings when I drink it) repeated
with opposing vocal line contouring and supported by B-flat minor 7 in the first appearance and
D-flat aug6 in the second appearance (mm. 87-89 and mm. 90-92).

At mm. 95-100, Caillebotte reintroduces melodic and rhythmic motifs from the beginning
in the accompaniment. However, this time the motivic material starts in the key of C major and
quickly transitions to G minor. At mm. 97-103 the fella begins to meander all around the tavern
as the bass line in the accompaniment hops around different registers on the keyboard. (Ex. 3c–
13).
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Example 3c–13. Depiction of the protagonist wandering around the tavern, represented
by hopping left-hand movements in the bass line (mm. 97-103).

Representing the fella’s irritation, Caillebotte sets each line of poetry with sharp
harmonic changes. The following text that closes out the stanza will be his last words on the
subject of water. “Prendray-je pour breuvage ce qui n’a point de goust? (Should I take a
beverage with no taste?) at mm. 100-104 starts in D minor, The right hand executes short
musical gestures that repeat three times, each at a lower intervallic level representing the
faltering physical state of the drunken fella. (Ex. 3c–14)
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Example 3c–14. Descending musical gestures depicting the collapsing state of the
drunken protagonist (mm. 104-107).
At m. 107 Caillebotte introduces left hand tremolos as the right hand plays truncated
motifs. Taking his fellow listeners by surprise the fella shouts “pouah!” (phooey!) at measure
109 to indicate that he is spitting out something he does not like. Caillebotte does not write a
tone for this text, instead just the stem of an eighth note indicating the vocalist must utilize
sprechstimme in this passage.148 (Ex. 3c–15). The exclamation is shouted again at m. 111 as the
accompanist’s left hand descends chromatically with tremolos from F-sharp all the way down to
D (the dominant of G minor), impersonating the heavy steps of a stumbling drunkard.
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Sprechstimme is compositional notation for the voice attributed to Austrian composer Arnold Schoenberg (1874–
1951). A supported spoken tone that approximates pitch is written as a small “x” on top of a note stem. In the
Hartmann manuscript for this mélodie, Caillebotte leaves off the x and writes only the stemming of an eighth note.
For modern usage an “x” has been added to this score.
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Example 3c–15. “Pouah” (phooey) set to tremolos and marked with Sprechstimme
notation (m.109 and m. 111).
At mm. 112-116 , the text “Mon voisin, qui est sage, Ne le faist que je croy” (My
neighbor, who is wise, doesn’t do it, that I believe) is colored with chromatic notes of C-sharps
and E-flats, the half step neighbors to D, which help drive the harmonic movement towards the
dominant of G minor. The music also encourages the fella to forget this negative talk of water
and get back to your friends in the boisterous ambiance of the tavern.
The introduction music of the high D trills evoking that of a snare drum returns at m. 116,
signaling a return of G minor. The joyful and lighthearted spirit comes back to the vocal line and
the text being spoken by the fella praises the drink once again. The musical elements of the
fourth stanza (mm. 116- 139) are identical to those of the beginning. Closing material begins at
mm. 139. The fella just asked a philosophical question to his audience, “Hè! Qui sçait s’il vivra
Peut-estre encor demain?” (Hey, who know who will perhaps still be alive tomorrow).
Caillebotte uses an ascending interval in the vocal line on the word “demain” (tomorrow) to
mimic the inflection of speech when asking a question. The question is then mulled over in the
piano part in mm. 140-143 as the main theme is uncovered with parallel octaves in both the
right- and left-hands. The playful exchange between voice and piano concludes with the fella
advising everyone to chase away the melancholy by drinking as much as possible.
At m. 149 the tempo shifts, and the music is marked pressez le mouvement (move the
tempo). The fella holds the last syllable of the word “compagnie” (company) while the piano
rushes towards the end of the stanza. Oscillating G minor and E-flat major harmonies are
accented by a diminution of rhythmic motifs in the piano part. The see-sawing rhythms and
motifs represent the fella wobbling back and forth as he raises his glass in a toast. However, at
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m. 153 a dominant-seventh chord launches a cascading G harmonic minor scale, indicating that
the fella has collapsing into an intoxicated fall. (ex. 3c–16).

Example 3c–16. Right hand oscillating G minor/ E -flat major harmonies representing the
wobbling man as the cascading G harmonic minor scale symbolizing his drunken fall (mm. 149154).
At m. 155 the fella quickly catches himself and regains balance as the accompaniment
begins its marcato parallel octaves in quarter notes. Held up by a sharply punctuated, broken G
minor chord in the accompaniment, “suive qui m’aymera!” (Those who love me, follow who) is
bellowed with long and loud half notes. This built-in rallentando allows the fella to mark his
toast with sincerity. As soon as he finishes his last syllable (-ra), the tempo changes to Vite (fast).
The fella takes a quick swig of his wine and slams the glass on the table and continues to
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celebrate with his friends. The piece concludes with a clear and precisely accented perfect
authentic cadence.
This song requires a robust voice with a colorful registration, giving the singer the ability
to easily execute dramatic elements. The singer and pianist should keep in mind the origins of
this type of poetry and its connection to vaudeville. Although the song is not serious in nature, it
does reflect the activities of the society and culture in which these poems were written.
Entertaining one’s fellows was a favorite pastime. Although all songs should be sung with good,
healthy vocal technique, this particular song requires a comedic and theatrical approach to truly
capture the essence and style of not only the text, but also the musical composition. A robust
baritone/bass that possesses the color and acoustic qualities that can support a sung “shout” is
ideal for this song.
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Chapter 3–d

“Sonnet” (poem 1833 mélodie 1884)
Poem by: Félix Arvers (1806–1850) from Mes heures perdues (My Lost Hours)
Voice: Soprano/Mezzo/Tenor/High Baritone

Mon âme a son secret, ma vie a son mystère,
Un amour éternel en un moment conçu!
Le mal est sans espoir, aussi j’ai dû le taire,
Et celle qui l’a fait n’en a jamais rien su.

My soul has its secret, my life has its mystery:
An eternal love conceived in a moment;
The pain is hopeless, so I had to silence it,
And she who caused it never knew a thing.

Hélas! j’aurai passé près d’elle inaperçu,
Toujours à ses côtés, et pourtant solitaire.
Et j’aurai jusqu’au bout fait mon temps sur la terre,
N’osant rien demander et n’ayant rien reçu.

Alas! I will have passed close to her unknown,
Always at her side, and yet alone;
And, to the end, I will have passed my time on earth
Not having dared to ask for anything and receiving nothing.

Pour elle, quoique Dieu l’ait faite douce et tendre,
Elle suit son chemin, distraite et sans entendre
Le murmure d’amour élevé sur ses pas.

As for her, though God made her sweet and tender,
She follows her path, distracted and not hearing
The murmurs of love rising around her steps.

À l’austère devoir, pieusement fidèle,
Elle dira, lisant ces vers tout remplis d’elle :
“Quelle est donc cette femme?”
Et ne comprendra pas!

To austere duty, piously faithful,
She will say, reading these verses filled with her:
“So, who is this woman?”
And will not understand!

The Poem
One of the most famous poems of the nineteenth century was Félix Arvers’ “Un secret”
(1833), from his collection of poems, Mes heures perdues (My Lost Hours). This poem, the
notoriety of which overshadowed all of Arvers’ other works, has become celebrated as the
“Sonnet d’Arvers,”149 and has caused Arvers to have earned the posthumous reputation as “The
poet of a single poem.” “Sonnet” was written for the object of Arvers’ affection, an unrequited
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Félix Duquesnel, “L’Homme au ‘Sonnet’,” Le Gaulois (July 22, 1906), 1-2.
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love.150 This poem ignited significant curiosity within the literary world of the Parisian salons.
People wanted to know the identity of the woman that inspired Arvers’ words. It has been
suggested that the poem was written for Marie Nodier (1811-1893), the daughter of French
author Charles Nodier (1780–1844). However, Arvers never confirmed that this was the case.
Further speculation suggested that the object of Arvers’ poem was the wife of Victor Hugo,
Adèle Foucher.151 The poem achieved such fame that it inspired other poets to compose the
woman’s response in the same structure and rhyme scheme of Arvers’ original work.152
Written in the structure of the Italian sonnet, Arvers’ poem has a rhyme scheme of abab
cddceefggh. The poem is in the voice of the narrator, however there are two people in the story,
the narrator and “elle” (her). In this sonnet Arvers describes painful sentiments of unrequited
love. The narrator suffers in silence while he is in “her” presence. He sees this woman as
unattainable and above his status. He has propped her up on a pedestal too high for him to climb.
The poem opens with the image of a man in defeat, a man with a bruised ego and slumped
shoulders, one who is no longer able to hold his head up.
In the first stanza the narrator is focused internally, describing his isolation and
frustrated desire. He lives in pain as he keeps his feelings bottled up in his soul, as a secret. In the
second stanza he describes himself as invisible, not worthy of the female character. He longs to
be near to her, with no demand of anything in return. He vows to go through life holding onto
this eternal flame of love and taking it with him to the grave. He cannot even imagine having the
courage to ask anything of her. He does not dare to try.

150

Robert W. Lowe, “Le Sonnet D’Arvers et Ses Pasticheurs.” The French Review 43, no. 1
(October 1969): 46-47.
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Ibid., 46.
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Ibid., 46.
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In the following two tercets the narrator turns his attention towards his beloved. The text
becomes pure, ethereal. The mention of God creates a spiritual, holy vail around the “idea” of
her. She is pristine and naïve holding true to her pious path, unaware of the desire that rises up
around her. As she reads the words that have been written about her, she asks, “Quelle est donc
cette femme?” (“So, who is this woman?”) She is oblivious to his affections and is faithfully
devoted to another: a lover, perhaps, or possibly even God.

Caillebotte’s Setting of the Poetry
Caillebotte sets “Sonnet” in F-sharp minor; a dark and melancholy tonality suitable for
the spirit of the poem.. The form of the song is A mm. 1-33; A’ mm 34- 58; B mm. 59-101. The
first two stanzas contain identical harmonic and thematic material (A A’). Throughout the first
and second stanzas, Caillebotte’s chord progressions are functional harmonic progressions with
slight chromaticism. In the concluding two tercets of poetry (B), Caillebotte introduces new
musical material reflecting the change in rhyme and subject matter of the poetry.
A principal theme is used as the unifying musical element of the mélodie. It opens the
mélodie and closes the mélodieappearing at the very beginning and at the end in the piano part.
Modifications and truncated appearances are threaded throughout each section acting as a
constant reminder of the gnawing secret the protagonist is keeping hidden.
Caillebotte uses “pulsatile offbeats” in the accompaniment to represent the protagonist’s
heartbeat as well as the love that he feels for her. This rhythmic motif is set against the vocal line
that swells in an up and down contour. This musical shaping reflects the protagonist’s oscillating
emotions of love and intimidation as he imagines her knowing his secret. The vocal line rests
mostly in the middle part of the vocal range with punctuated climaxes on high F#5. Although
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Caillebotte sets most of the French prosody with proper syllabic stress, there are some words that
should not be stressed and that fall on strong beats (the words “un” [a] at mm. 15, 17, and “et”
[and] at mm. 28, 43 and 69). At these moments, attention to the level of vocal resonance must be
nuanced properly by the singer.

Analysis
Caillebotte begins the haunting song with the tempo marking of ♩= 52 avec lenteur et
tristesse (with slowness and sadness). The theme (the secret) played in parallel octaves in the
right hand at mm. 1-5, spans an interval of a fifth in a wandering musical gesture. (Ex. 3d–1).

Ex. 3d–1. Principal theme of Sonnet.

The rolled D7 chord found in the left hand at m.1 is juxtaposed with a C# common tone
of the F-sharp minor tonality of the right hand. The key remains rather ambiguous until m. 5
when it is resolved with a perfect authentic cadence. However, the tied note F# of the right hand
becomes the 7th of a G major harmony in m. 6. The theme from m. 6-10 has now been modified
and finishes on III of F# minor at m. 10. (Ex. 3d–2).
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Example 3d–2. Theme transposed and ending on III of F# minor reflecting tonal
ambiguity (mm. 6-10).
The opening arpeggiated D-major 7 reflects through tonal instability the painful secret of
the poet. The piano introduces the principal melodic material in advance of the voice; the piano
part, then, acts as the subconscious.
The principal theme is then transferred to the vocal line at m. 10 and is set against a piano
accompaniment of “pulsatile offbeats.” (Ex. 3d–3). This rhythmic instability between voice and
piano underlines the fragility and insecurity of our narrator.

Example 3d–3. Caillebotte’s usage of “pulsatile offbeats” against a vocal line highlighting the
insecurity and fragility of the narrator (mm. 11-15).
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The vocal line is set, for the most part, in four-measure phrases, following the poetic
lines. The pattern is broken, however, in measures 20-26: the repeated text “le mal est sans
espoir” (the pain is hopeless) disturbs the arc of the phrase. The singer should treat the first
appearance of the phrase as a spontaneous outburst as if the protagonist for once cannot contain
himself and the pain is too much to bear. The word “espoir” (hope) rises to an F#5 in the first
iteration, but only ascends to E5 on the second appearance, symbolizing the narrator’s deflating
hope. The singer should break the two phrases apart with a catch breath. The first “espoir”
should be sung forte and the second “espoir” sung piano. Caillebotte word paints the hushing of
the voice with a descent in the contouring of the vocal line as it moves towards middle E on the
word “taire” (to silence). (Ex. 3d–4). Symbolic of the protagonist’s avoidance of his lady love,
Caillebotte escapes F# minor with an end to this phrase with a perfect cadence on an E harmony
(V/III).
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Example 3d–4. Reiterations of “espoir” (hope): First time on high F# and the second appearance
set a step lower on E followed by the descending vocal line towards “taire” (to silence) supported
by a perfect authentic cadence in E major (mm. 20-27).

The piano takes on the principal theme at m. 27, while the vocal line sings a neutral,
midrange “accompaniment” that disappears into the middle of the piano’s chords, only to reprise
the first three measures of the main theme canonically (mm. 30-32), ending the stanza on a low-

146

register C#4, harmonized with a i 6/4 chord, yet another “sinking” ending of a poetic idea. (Ex.
3d–5). Caillebotte adds painful, chromatic passing tones of C double-sharp and A# within the
second measure of the cadential 6/4 (m. 33). This extra harmonic color represents the heartache
of the narrator.
This low C# in the vocal line at m.32 contains elements of avoidance as it does not
resolve harmonically, as well as resting in the lower part of the voice where there is the least
resonance. The word “su” (knew), which has a very closed vowel [y], tightens the vocal
production even further. The closed positioning of the [u] lips keeps the voice held in, much like
the secret of our narrator.

Example 3d–5. The main theme found in the piano part mm. 27-30, with a canonic
response in the vocal line mm. 30-32. The low C# in the vocal line falling on a V 6/4, (m. 32) but
not resolving with the cadence.
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The principal theme returns in the vocal line at m. 34, at the beginning of the second
stanza, where once again the “pulsatile offbeats” accompany the narrators sentiments. The
second stanza is handled musically and harmonically in much the same way as the first stanza.
The narrator’s pain intensifies in this section as he begins to speak of being near her all the while
going unnoticed. The narrator cries out “Hélas!” (Alas!) in agony. The text “Et j’aurai jusqu’au
bout fait mon temps sur la terre” (And to the end I would have passed all my time on earth is the
repeated text that is treated in the same vein as “espoir” (hope) in the first stanza. The phrase
“Au bout” in French is a very strong term, defined as “ultimate destination” or “to the very end.”
For this repetition the singer should not decrease the dynamic level of his resonance. In order to
capture the desperation of the text and the sacrifice that the narrator would make for “her” the
singer needs to crescendo through this phrase (mm. 44-50) without taking a breath. As the phrase
descends towards “terre” the vocalist could add some chest resonance to the note E, which would
allow more sound and summon dramatic tension.
The main theme returns again in the piano part at mm. 51-54, which is overlapped by a
quasi-monotone vocal line that word paints the text of the very timid, self-deprecating, selfeffacing narrator as he says “N’osant rien demander et n’ayant rien reçu” (not having dared to
ask for anything and receiving nothing). “Rien reçu” (receiving nothing) ends low on C# with the
closed [y] vowel narrowing the vocal tract and locking up the resonance, maintaining the
concealment of the secret.

At m. 59, Caillebotte introduces the next stanza in D major. The left-hand piano part
presents a variation on the opening theme, with the descending scalar material that ends with
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ascending quarter notes. This secondary theme is marked piano and is evoking the object of the
poet’s affections, “elle” (her). (Ex. 3d–6).

Example 3d–6. Secondary theme for “elle” (her) (mm. 59-61).

This section begins in the higher register of the piano. In the spirit of the religious text
that is evoked in this section, the homophonic melody can be approached in the style of a hymn.
The voice joins the piano in m. 61, and, for the next five measures (mm. 61-65), the voice and
right-hand piano parts are doubled (in measure 64, the doubling occurs in the piano’s “middle”
voice). (Ex. 3d–7).
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Ex. 3d–7. Doubling of the vocal line in the piano part (mm. 61-65). Doubling is found in
the middle voice of the piano part at m. 64.
The unity of voice and piano in this section denote a purity and calm that had heretofore
been missing. The pianist is encouraged to employ little or no damper pedal and to create finger
legato. A change in vocal color is suggested as well. A clear, straight tone is preferred as the
singer creates an atmosphere of purity for the female protagonist. When the words “Dieu” (God),
“douce” (sweet) and “tender” (tender) are sung, a slight accent d’insistance153 can be used to
create word stress and emotional intention. When dealing with the plosive consonants d and t of

153

The French language does not have strong tonic accents as found in Italian, English, or
German languages. The French language’s syllabic flow is rather even, and stresses are subtle.
Although these subtle stresses exist, the accent d’insistance is taught primarily to nonFrancophone speakers in order for them to fine-tune the nuances of the French language. In
French diction, the accent d’insistance is placed on the first syllable of the word, and it is used to
create intensity and express emotion. It can be achieved by making the first syllable slightly
longer or applying a clear, deliberate legato from one syllable to the next.
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“Dieu,” (God) “douce,” (sweet) and “tendre,” (tender), the non-Francophone singer must resist
the desire to completely block the airflow with the tongue when creating those sounds. Instead,
the singer should allow the tip of the tongue to gently flatten against the hard dental ridge behind
the teeth to permit a softer airflow, thus creating an appropriate phrasing in respect to the text.
This also promotes an authentic pronunciation of the French words and avoids the
“Americanisms” that may slip into French singing.
The doubling of voice and piano continues in mm. 69-77, but a temporary shift into the
key of B minor depicts the frustration of the narrator towards the oblivious object of his
affection. The “pulsatile offbeat” pattern returns once again in the accompaniment, and seventh
and ninth chords occur as sweeping, broken arpeggios in the bass line. In measure 76, the
descending five-note scalar motive is presented in rhythmic diminution in the bass, followed by
the same motive in slower note values in measures 77-78—yet another adroit evocation of
resignation by the composer. At this point in the text, the narrator exclaims that love is right in
front of the female protagonist, but she neither sees nor hears any of it. (Ex. 3d–8).

Example 3d–8. Scalar motivic passage in diminution followed by slower notes values in
left hand piano part (mm 76-78).
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At measure 78, Caillebotte writes what is referred to as the “French close:” the
accompaniment suddenly stops.154 The vocal line reinvents itself with a new triplet rhythmic
pattern and a quasi-recitative declamation of “à l’austère devoir pieusement fidèle” (to austere
duty, piously faithful) that is set over unstable harmonic shifts. A harmonic progression in F#
minor (m. 78) resolves unexpectedly to a C major harmony (m. 79); the subsequent (and equally
unexpected) E-flat major (m. 80) resolves to A major. Thus, Caillebotte has written an unusual
sequence of two cadences based on tritones, while the vocal line, depicting “austère devoir”
(austere duty) has followed passively along on repeated pitches, descending by chromatic halfsteps. Against this turbulent harmonic movement, a countermotive of three descending pitches is
presented imitatively in stretto between bass and treble clefs: between mm. 80-84, yet again
evoking the image of the beloved, forever beyond the reach of the poet. (Ex. 3d–9).
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The “French close,” a term coined by French singing professor and pianist Marie Paul
Siruguet, can be found in the mélodies of Ernest Chausson (1855–1899) and Jules Massenet
(1842–1912). Examples of its use can be found in Chausson’s Le Temps des Lilas (The time of
the lilacs) at the beginning of the passage “Et toi, que fais tu?” (and you, what are you doing?)
and in Massenet’s Sonnet Payen (Pagan Sonnet) on the text “Et du feu qui nous brûle, immobile
vestale, Garde comme un autel le tombeau de son coeur” (and of the fire that burns us,
motionless vestal, kept like a tabernacle of his heart).
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Example 3d–9. Harmonic shifts of F# minor to C Major to E-flat major to A minor at
mm. 78-81, with countermotivic material in stretto of three descending pitches highlighted in
blue (mm. 80-84).
The principal theme makes a partial appearance at m. 85 in the left-hand piano part when
Caillebotte returns to F-sharp minor. The female protagonist speaks for the first and only time
asking, “Quelle est donc cette femme?” (So, who is this woman?), and the accompaniment halts,
giving the listener the opportunity to hear what she has to say. A dominant seventh chord
supports the vocal line “Et ne comprendra pas” (and will never understand). The word “et” (and)
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is set on the note D, the sixth degree of the F-sharp minor tonality, the submediant. The text also
takes on the “pulsatile offbeats” usually found in the accompaniment. The narrator’s words enter
above the held dominant harmony, exposing aloud, even it for a brief moment, his visceral
heartbreak.
This construction recalls techniques used in German Lieder. This specific pitch (D) and
its intervallic relation to the dominant – a minor second – was used to evoke terrible grief in
Schubert’s Erlkönig (Erlking) in each of the repeated passages where the child frantically cries
out “Mein Vater” (“my father”). Although this work was written much earlier than
Caillebotte’s Sonnet, the French composer was surely aware of his predecessor’s compositional
choice.
The vocal line ends on a G-sharp on the word “pas” (not) (m. 92). It is the second scale
degree in the key of F-sharp minor and creates a mild dissonance with the tonic. It is important
that the singer emphasizes the dissonance without blurring it with too much vibrato. Equal
attention is to be given to the piano’s closing statements of the principal theme that are set in
juxtaposition to the voice’s G-sharp. (Ex. 3d–10)
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Example 3d–10. Vocal line executing the pulsatile offbeats on the text “Et ne
comprendra” (and will never understand) (mm. 90-91) and G# in the vocal line juxtaposed
against the closing main thematic material in piano right hand (mm. 92-97).
This G-sharp leaves the listener wanting more, longing for a resolution that, alas, will not
come. The instrumental postlude includes two more appearances of the principal theme.
Although the accompaniment ends with an authentic cadence, we are still haunted by the
narrator’s secret love, and the lack of resolution hangs in the air.
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Chapter 3–e
“Le Nuage” (The Cloud) (poem 1838, mélodie 1884)
Poem by: Théophile Gautier (1811–1872)
From La Comédie de la Mort (The Comedy of Death) (1838)
Voice: high baritone/Tenor/Mezzo-Soprano

Dans son jardin la sultane se baigne;
Elle a quitté son dernier vêtement
Et déliverés des morsures du peigne,
Ses grands cheveux baisent son dos charmant.

In her garden the sultaness bathes;
She has taken off her last garment
And, freed from its combs,
Her beautiful hair falls down her back.

Par son vitrail le sultan la regarde,
Et caressant sa barbe avec sa main
Il dit: “L’eunuque en sa tour fait la garde
Et nul hors moi ne la voit dans son bain.”

By his window the sultan watches her,
And caressing his beard with his hand,
He says: “The eunuch in his tower stands watch
And no one but me sees her in her bath.”

“Moi, je la vois!” lui répond, chose étrange!
Sur l’arc du ciel un nuage accoudé
“Je vois son sein vermeil comme l’orange
Et son beau corps de perles inondé.”

“Me, I see her!” replies (a strange thing!)
A cloud, resting upon the rainbow.
“I see her bosom, ruby-colored like an orange
And her beautiful pearly-white body drenched.”

Ahmed devint blême comme la lune
Prit son kandjar au manche ciselé
Et poignarda sa favorite brune;
Quant au nuage, il s’était envolé!

Ahmed turns pale as the moon
Takes his dagger with chiseled handle
And stabs his favorite brunette;
As for the cloud, it flies away!

The Poem
Evidently, Caillebotte appreciated Gautier’s talent, for out of the ten mélodies in his
collection Scènes et Mélodies, four of them are settings of Gautier’s works. “Le Nuage” (The
Cloud) is found in Gautier’s collection of poems, La Comédie de la Mort. These poems precede
España and highlight in detail the many aspects of death. They often juxtapose the themes of
death and light. A luminous and calm scene represents peace and beauty, whereas shadows and
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clouds connote destabilization, hatred, and pain, and often these difficulties result in the death of
a character. In his article “L’Image solaire dans la poésie de Théophile Gautier,” Marc
Eigeldinger points out the poet’s pervasive use of imagery evoking light, especially the sun.
He feels an instinctive hatred for rain, fog, clouds, for everything that hides, obscures or
diminishes the purity of the light. Shadow and darkness inspire him with fear or even the
horror to the extent that he foreshadows death. The night appears to Gautier as a symbol
of triumph of death, defined by the covering of light, the deprivation of heat and the
destruction of beauty.155
Another prominent theme in Gautier’s poem is the relationship between death and love.
More than eighty years before Freud published his groundbreaking work, Beyond the Pleasure
Principle, Gautier was exploring in his poetry the tensions between the life instinct, including the
sex drive, and the death instinct, which includes self-destructive urges.156
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“Il ressent une haine instinctive pour la pluie, le brouillard, les nuages, pour tout ce qui
masque, obscurcit ou atténue la pureté de la Lumière. L’ombre et les ténèbres lui inspirent de la
crainte ou même l’horreur dans la mesure où elles préfigurent la mort. La nuit apparaît à Gautier
comme le triomphe symbolique de la mort, définie par l’occultation de la lumière, la privation de
la chaleur et la destruction de la beauté.” Marc Eigeldinger, “L’image solaire dans la poésie de
Théophile Gautier,” Revue d’Histoire Littéraire de la France 72, no. 4 (July-August1972): 62640.
156
Sigmund Freud’s (1856–1939) Beyond the Pleasure Principle was a book of essays published
in 1920 stating his theories of two opposing psychological states that influence human behavior;
the pleasure seeker and the “death drive.” His studies theorized that both instincts were
embedded in the human psyche. His earlier work focused on search for pleasure, mostly in
sexual terms, and hypothesized that sexual satisfaction was the main motivating factor to human
action. However, in these essays, Freud delves even further. Even before pleasure or pain is
experienced, the ultimate goal of the human drive is to return its former state, which is death.
The human body ultimately seeks out the release of progress and pleasure on a cellular level. As
soon as we are born, our body, at a molecular level, starts to die. We eventually self-destruct and
choose actions that guide us closer to our ultimate state: death. See William V. Silverberg, “Book
Review: Beyond the Pleasure Principle,” The Journal of Philosophy 22, no. 19 (September,
1925): 530-32.
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This short poem, in a traditional rhyme scheme of abab cdcd, has many characters: the
unnamed narrator, the sultan, the sultaness, the eunuch who keeps guard, and the talking cloud.
In the four quatrains of “Le Nuage,” Gautier explores a myriad of themes, including the
sensuality of the female body and the power of sight, rendered lethal when combined with an
overly active imagination. The imagery, which vacillates between the natural and the fantastic,
the symbolic thematic material, and the dramatically charged dialogue work together to suggest a
setting of the music as a scène lyrique, or an augmentation of a French mélodie.157 The poem,
with a rhyme scheme of abab cdcd, is mixed with quoted text, dark imagery, and symbolic
thematic material.
The first stanza depicts a beautiful sultaness getting ready to take her bath. Gautier’s text
immediately creates a sensual ambiance. The sultaness takes off her last garment and pulls the
combs from her hair and lets the tresses cascade down her back.
The second stanza introduces the sultan, who is gazing upon his beautiful wife from his
window. There is power in his gaze. The caressing of his beard signifies his intense desire and
sexual thoughts. In the next line he says to himself, “The eunuch in his tower stands watch/ And
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The origin of the French scène lyrique is attributed to Jean-Jacques Rousseau’s (1712–1778)
Pygmalion (1770). This genre is also known as mélodrame; music that underscores theatrical
text, both sung and spoken, declaiming a storyline that portrays individual characters requiring
the performer to execute stage movement or action. The dramatically sung interpretation was
accompanied by orchestra, chamber ensemble or piano. The scène lyrique of the 1880’s (like that
we see in Caillebotte’s works) evolved from the French mélodie. In comparison to the mélodie,
the scène lyrique is typically musically and theatrically more complex, longer in duration and
requiring a singer to be able to play a character as if performing in a play. However, the text is
sung instead of spoken. The poetry of a scène lyrique presents tragic characters going through an
emotional trauma or multiple characters that are key players in the arc of a dramatic storyline.
Although not considered to be an opera aria, the scène lyrique allows the performer to find the
middle ground between the intimate and subdued nature of a mélodie performance and the
grandiose usage of emotion and exaggerated gestures that are employed when performing opera
and operetta. See Emilio, Sala, “Définitions et métamorphoses d’un genre quasi-opératique,”
Revue de Musicologie 84, no. 2 (2nd Trimester 1998): 244.
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no one but me sees her in her bath.” These words emphasize his possessive nature and belief that
this woman is his property. (The line “his favorite brunette” suggests that the wife might be one
of many wives.) But suddenly, a strange, supernatural event occurs: the cloud, leaning (literally,
“resting his elbows”) on a rainbow, taunts the sultan and says: “I see her!” In the fourth stanza,
the sultan, feeling provoked by the cloud, allows his imagination to unbalance his reason.
Overcome by jealousy and anger, the sultan takes his dagger and kills “his favorite brunette.”
The cloud, with a sense of accomplishment, looks down at the horrific scene while it floats away.
It is noteworthy that, in this poem, words like “pearls” and “rainbow,” normally
evocative of light, beauty, and well-being, take on a sinister aspect: the sultaness’s body, soaking
in the bath, is “pearly-white”; the rainbow is the support for the lecherous cloud. The whiteness
of the pearly body is echoed in the following stanza by the paleness of Ahmed’s face. And the
cloud itself becomes the instigator of the woman’s unhappy end.

Caillebotte’s Setting of the Poetry
To follow the story line and its shocking ending, Caillebotte musically sets each stanza
individually, assigning different keys, musical textures and motivic material to each quatrain of
poetry. Thus, apart from a brief evocation in the final measures of the opening piano
introduction, the music is through-composed. The tonality is in D major and the form of the
mélodie is A B C D.
Section A (mm.1-14) is attributed to the sultaness. The tonality begins and ends in D
major. Caillebotte navigates this section with traditional harmonic progressions. The piano
accompaniment is light and wistful, with undulating musical gestures articulated with thirty-
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second note, harp-like arpeggios that are employed throughout. The undulating and lyrical vocal
line is mostly diatonic with brief appearances of chromatic tones of G# (m. 8) and Bb (m. 12).
The sultan appears in section B (mm. 15-34). Caillebotte begins this stanza in D minor
and then wanders through F major only to finish a half step down from where he started, to Dflat major towards the end. The piano accompaniment is in contrast to section A. It is less dense
and peppered with rigid parallel octaves. The text of the vocal line is split between two
characters; the narrator and the Sultan. The narrator’s text (“Par son vitrail le sultan la regarde,/
Et caressant sa barbe avec sa main” [By his window sultan watches her,/ and caressing his beard
with his hand]) is set quasi-recitative that leads way to the jagged intervallic jumps of the
sultan’s text (“L’eunuque en sa tour fait la garde/ Et nul moi ne la voit dans son bain.” [The
eunuch in his tower stands watch/ And no one but me sees her in her bath.])
The cloud is shrouded in the tonality of D major as the C section (mm. 35-48) begins.
The harmonies of this section start with a reiteration of the chord progressions of Section A
(sultaness). Caillebotte uses the repetition of harmonic material to underscore the cloud’s
description of the sultaness. However, the cloud does not have pure intentions. He is trying to
manipulate the sultan which is reflected in the unceasing reiterations of rhythmic and melodic
gestures in the accompaniment.
Section D (mm. 48-61) represents the murder. The narrator describes the murderous
actions of the sultan towards his sultaness. B minor begins this section and the piano part is
inundated with chromatic tones reflecting the ominous sentiments of the text. Once the sultan has
murdered his sultaness, a return of D major appears along with closing material underscoring the
cloud’s disappearance.
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Analysis
Beginning in a bright D major tonality and with a tempo marking of mouvement modéré,
(tempo moderato) Caillebotte introduces a main motif that is a unifying musical element
throughout the mélodie. This short musical gesture isintentionally pentatonic; Caillebotte’s
attempt to capture the exoticism of the subject. It spans the interval of a perfect 4th, appearing in
the first measure, in the bass line of the accompaniment. (Ex. 3e–1).

Example. 3e–1. Main Motif.

The motif appears at various pitch levels and in different voices and registers throughout
the stanza: m.3 piano, m. 4 voice, m. 6 piano, m.7 modified in the voice; m. 7 piano, m. 8
modified in the voice, m 9 piano, m. 10 voice. (Ex. 3e–2).
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Example 3e–2. Multiple appearances of the main motif (mm. 3-10).

The rise and fall contouring of this motif musically paints the image of a floating cloud in
the sky. The sentiment applied to the motif evolves from stanza to stanza. In this section, the
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motif which often repeats itself in a major tonality, creates a false sense of stability for the
sultaness. The motif is tossed back and forth from piano to voice as the sultaness gets ready for
her bath. While Caillebotte maintains the tonality of D major throughout the section, brief visits
to other key areas allow for shifting musical colors and word-painting: measures 8-9, (B minor
progressing to C#7 display accented descending inner voice notes of B, A, G# that depict the
shedding of the last piece of the sultaness’ clothing (“dernier vêtement” [last garment]). (Ex. 3e–
3).

Example 3e–3. Accented inner voice notes descending as the sultaness takes off her last piece
ofclothing (m. 9)

The rippling, pp G minor 7 arpeggios (mm. 12-13) create a musical image of the
sultaness’s hair cascading down her back. (“Ses grands cheveux baisent son dos charmant” [Her
beautiful hair falls down her back]). As she begins her bath, at m. 14, the piano part employs an
ascending D major arpeggio from D2 to D6. The narrator is shifting her focus upwards towards
the window where the we find the sultan staring down at his object of desire. (Ex. 3e–4).
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Example 3e–4. Piano accompaniment word-painting the cascading motion of the
sultaness’ hair (in yellow mm. 12-13) and the ascending D major arpeggio shifting the focus
upwards towards the sultan’s window (m.14).
In this next stanza (mm. 15-34) the duple meter shifts to triple meter. D major tonality
gives over to the dark and dramatic parallel key, D minor, symbolizing the frightening energy
portrayed by the sultan. The main motif appears again in the treble part of the accompaniment
(mm. 15-18) however modified with the 6th degree (Bb) of D minor. At m. 18 the right hand
articulates a trill on the note A. Caillebotte utilizes this trill to evoke anticipation, or uncertainty
underscoring the text of the narrator as she describes the actions of the sultan. He is
surreptitiously watching his wife prepare for her bath. (Ex. 3e–5).
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Example 3e–5. Motif in minor with the flatted 6th (Bb) and right-hand trill on A creating
suspense and anticipation around the sultan’s actions (mm. 16-20).
The persistent repetition of the motif in the treble clef (mm. 20-23) is countered by bass
clef descending musical gestures. These slurred notes mimic the motion of the sultan’s hand as
he strokes his beard reflecting the corresponding text of the vocal line (“Et caressant sa barbe
avec sa main” [And caressing his beard with his hand]). (Ex. 3e–6).

Example 3e–6. Left hand slurred musical gestures representing the sultan’s hand as he
caresses his beard (mm. 20-23).
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As F major is solidified at m. 24, an inverted augmented sixth chord at m. 25 underscores
the jarring text of the narrator “il dit” (he says). At m. 26 the octaves of the accompaniment are
set with successive eighth-note values marked martelé (hammer-like), with heavy accents. The
main motif appears briefly (Ex. 3e–7) as the music takes on a rigid and stabbing character;
foreshadowing the heinous event. While the accompaniment continues to oscillate between F
major and D-flat major (mm. 30-32), the vocal line takes on a spasmodic intervallic character.
The sultan’s text (“Et nul hors moi ne la voit dans son bain.” [And no one but me sees her in her
bath]) is set to half notes and sung authoritatively as if the sultan is pounding his fists as he says
each word. The sultan’s jealousy and psychological instability is on display here. His possessive
nature is what attracts the cloud to the scene.

Example 3e–7. Brief appearance of the transposed motif in the left hand of the “hammerlike” accompaniment (m. 26).

Caillebotte ends this section with a rhythmic augmentation hailed by D-flat octaves in the
accompaniment. He then uses the enharmonic relationship of D-flat and C-sharp (m. 34-35) to
function as the third in the A major tonality (dominant of D major) at m. 35 to return the listener
to the key of D major. (Ex. 3e–8).
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Example 3e–8. Enharmonic relationship Db/C# to resolve to the third of A major, the
dominant of D (mm. 34-35).

The third stanza returns to the original D major tonality and tempo marking. The
accompaniment maintains a nuance of pp and très doux et toujours pp (very gentle and always
pp). The cloud speaks for the first time; words that could only ignite the sultan’s jealousy: “Moi,
je la vois” (I see her). These words are set to sparse accompaniment with a vocal line that
ascends stepwise to the note D, thus allowing the sultan to hear the words clearly. The main
motif appears again at mm. 36 and 38. Caillebotte sets the theme this time in the higher register
of the piano creating musical imagery of the cloud floating in the sky. (Ex. 3e–9)
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Ex. 3e–9. Appearances of the main motif in the high notes of the right-hand piano part
(mm. 36 and 38).
The right-hand line of the accompaniment features triplet arpeggios in the inner voices. It
is joined by a rhythmically repetitive left-hand countermelody employing simple quarter notes
and eighth note values. The cyclical characteristics of these musical and rhythmic gestures are
evocative of the cloud trying the “hypnotize” the sultan. (Ex. 3e–10).
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Example 3e–10. Hypnotical musical elements of right-hand triplets juxtaposed against
rhythmically repetitive left-hand counter melody (mm. 36-39).
The sultan is taken over by a “chose étrange” (strange thing). At measure 41, the cloud
speaks of seeing the sultaness’ crimson breast and beautiful pale body, (“Je vois son sein vermeil
comme l’orange,/ Et son beau corps de perles inondé” [I see her bosom, ruby-colored like an
orange,/ And her beautiful pearly-white body drenched]).The vocal line, rising and falling like
the sultaness’ heaving crimson breasts, is supported by transitional harmonies. Caillebotte shifts
away from D major as the main motif morphs over a series of chord changes (mm. 44-48). This
harmonic and thematic shift evokes the rising fury that is overtaking the sultan.
The fourth stanza, marked plus animé (more animated), presents the climax of the piece
and “The Murder” section. Beginning in B minor, dense rhythmic material set as sextuplets,
along with chromatic elements, presage the danger that is to come. The sextuplets act as a
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tremolo, sustaining both harmonic and dramatic intent. Hidden inside the right-hand sextuplets
are diminutive modified appearances of the main motif. (Ex. 3e–11).

Example 3e–11. Modified diminutions of the main motif in right hand (m. 48).

At m. 49 the singer is directed to “Ahmed devint blême comme la lune” (Ahmed turns
pale as the moon) à pleine voix (in full voice). Here the vocal line is set against the rolling
sextuplets. The vocalist must articulate the indicated rhythmic values (eighth note/triplet
combinations) so as to help the pianist follow along. An accelerando in m. 53 (pressez le
mouvement) (accelerando) reinforces the drama, as the voice and piano build to the only ff found
in the score. Measures 52-55 are the most rhythmically challenging part for the ensemble. The
groups of triplets in the piano part, with the first note of the triplet as a rest, situates the entrance
of the vocal line (“Et poignarda sa favorite brune” [and stabs his favorite brunette]) on the only
strong beat within the measure (Ex. 3e–12).158 To keep the rhythmic pulse steady, the singer and
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Utilizing a stabbing movement of the arm during a performance to help keep the rhythm
steady is an acceptable performance practice choice.
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pianist must imagine that the eighth note rests of each triplet represent the stabbing action of the
sultan.

Example 3e–12. Eighth note rests signifying the stabbing gesture of the Sultan
(mm. 52-55).
A long dramatic fermata at m. 55 indicates that the sultaness is dead. An emotional shift
should be portrayed by the performers as the closing material begins. The pianist presents the
motif in the right hand. (Ex. 3e–13) reflecting that the cloudis starting to rise back up into the
sky. Caillebotte uses these brief motivic utterances for dramatic effect; shifting from terror and
death to an ambiance of clarity and luminosity.
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Example 3e–13. Main motif in the right hand of the closing material (mm. 55-56).

At m. 55, the piece returns to the original tempo and to the key of D major. The
homophonic writing leads to a held dominant-seventh chord that supports the text “Quant au
nuage” (As for the cloud). The singer can take some liberty with the entrance of this line. This
deliberate pause along with the rising interval of a fourth (E-A) in the vocal line will create
suspense and evoke curiosity. What will happen to the cloud?
Caillebotte musically paints the text “Il était envolé.” (It flies away) with an ascending
rolled V7 chord from A4 to A7 marked très légère (very light) in the piano accompaniment. The
vocal line ascends the interval of a perfect forth (A4-D5). (Ex. 3e–14). The piano and voice parts
work in tandem as they rise in pitch reflecting the actions of the cloud floating away. The piece
ends with sustained Ds at the two extremes of the registers of piano, while an inner modified
main motif is heard in the distance, played in the treble region and marked ppp.
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Example 3e–14. Text painting of ascending musical material in vocal and piano part,
ascending intervallic fourths in the vocal line, E-A, A-D (mm.58-60), an ascending rolled
dominant 7 chord from notes A4-A7 in the left hand (m. 59), closing measure with the highest
and lowest tonic notes D1 and D7 and musical gesture reminiscent of the main motif in
right hand middle voice (mm. 60-61).
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Chapter 3–f
“Attente” (mélodie 1884)
Poem by: L. Gilis
Voice: Mezzo-Soprano/Soprano
O Mohamed, le soleil baisse
sur le douar silencieux,
Déjà l’ombre descend épaisse,
La nuit bientôt ferme mes yeux.

O Mohamed, the sun sets
on the silent village,
Already the thick shadow falls,
The night will soon close my eyes,

Et la voix du Muezzin retentit au lointain
Appelant au lieu saint
Les fils d’Allah pour la prière.
Tout est calme au désert,
Tout est calme sur la terre.

And muezzin’s voice resounds in the distance
Calling to the holy place
Allah’s sons for the [evening] prayer.
Everything is calm in the desert,
Everything is calm on the earth.

O mon époux, o mon amant!
O toi, mon bien suprême,
Un fou désir brûle mes sens,
Je te veux, viens, viens, je t’aime!

O my husband, o my lover!
O you, my supreme good,
A mad desire burns my senses,
I want you, come, come, I love you!

Oh Mohamed, lion dédaigneux,
De moi tu détournes les yeux;
Tes sens, rêvent d’une infidèle,
Tes désirs s’excitent pour elle;

O Mohamed, disdainful lion,
You turn your eyes away from me;
Your senses, dreaming of an infidel,
Your desires arise for her;

Tu veux ses blonds cheveux et sa peau sans couleur,
Oubliant ma tendresse.
Oh! je voudrais avec ivresse
Sur ta lèvre aspirer tout le sang de son cœur!

You want her blond hair, her colorless skin,
Forgetting my tenderness,
Oh! I wish with drunken abandon
To take from your lips all the blood of her heart!

On mon époux, o mon amant!
O toi, mon bien suprême,
Un fou désir brûle mes sens,
Je te veux, viens, viens, je t’aime!

Oh my husband, o my lover!
O you, my supreme good,
A mad desire burns my senses
I want you, come, come, I love you!

The Poem
The poet, L. Gilis, most likely a contemporary of Martial Caillebotte, may have been a
woman, working under a genderless pseudonym. This is the only text among the six poems
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presented in this study that is written from the point of view of a woman. In the late 1800’s
strong exotic women characters were being portrayed in main roles in operas such as Carmen
(1875) by Georges Bizet (1838–1875), Samson et Dalilah (1877) by Camille Saint-Saëns (1835–
1921) and Lakmé (1883) by Léo Delibes (1836–1891). The entire text is set in the first person
(the woman’s voice). The versification in this poem is rather irregular (first stanza consists of
four lines, second stanza five lines, third stanza four lines, and the remaining two stanzas four
lines each), with lines containing octosyllabic and hexasyllabic schematic.
Oriental exoticism was all the rage in nineteenth-century French literature and musical
composition.159 Like in Gautier’s “Le Nuage” (The Cloud), L. Gilis uses exotic imagery and
foreign subjects as part of the storytelling in “Attente” (The Wait). Writers, poets, and musicians
used the idea of exoticism for dramatic effect or to evoke imagery that contrasted with
Occidental society. Exoticism, the presentation of a story or theme that deviates from everyday
life, gave these artists the freedom to develop their works using more color, fantasy, and imagery
that tested the limits of the audience’s sensitivities.160 In “Attente,” Gilis creates a world that is
foreign to the Parisian Caillebotte.
The title of the poem “Attente” does not seem to gibe with the opening of the poem. In
the first stanza, Gilis presents an opening scene with a sunset on a quiet, desert village (douar) in
Arabia. Gilis guides the listener through a typical evening in this “exotic” environment. The
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Further examination of Oriental exoticism is addressed in Chapter 2 of this book under the
sub-heading of the poet Théophile Gautier.
Hervé Lacombe and Peter Glidden, “The Writing of Exoticism in the Libretti of the OpéraComique”, 1825-1862, Cambridge Opera Journal 11, no. 2 (July 1999): 135.
160
Ibid., 139.
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muezzin161 calls the “sons of Allah” to the traditional Muslim prayers as night falls and peace
descends over the desert.
But, after the depiction of a calm, prayerful atmosphere, the focus switches in the
remaining four stanzas to reveal the protagonist’s desire and anguish. Suddenly, it becomes clear
that Mohamed is not the prophet, but the woman’s lover. She cries out to him, expressing her
intense need and sexual desire, which is coupled with desperation. The phrase “Je te veux” (I
want you) is frankly carnal, and a French reader of the period would be shocked to see the
expression of that intense sexual desire expressed by a woman – and on the printed page, no less.
The shock of these words is mitigated somewhat by the concluding cry, “Je t’aime” (I love you).
In the fourth and fifth stanzas we learn that Mohamed is being unfaithful. He lusts for
someone that he considers exotic: a woman who is blonde and pale. Even when the husband is
with our main character, he dreams of his mistress, forgetting the protagonist’s love and
tenderness. She is so distraught and full of rage that she wishes for her rival’s death and yearns
for the moment when she can take from her lover’s lips the blood of the mistress’ heart.
The final stanza of this poem echoes the third stanza. Treated as a refrain, the text reveals
that a crazy desire burns in the woman’s senses. She begs her husband to return to her. And with
one last attempt to convince him, she desperately recapitulates her desire and love for him. The
reader is left wondering whether her cries and pleas are enough to win her lover back. However,
the title of the poem “Attente” (The Wait) suggests that the women will continue to wait in vain.

Caillebotte’s Setting of the Poetry
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In Islam, the “muezzin” is the man appointed to recitation duties at a Mosque. Most
commonly, he recites the “adhan”, or call to prayer, at specific times of the day.
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Much as in “Le Nuage,” Caillebotte uses recurring motifs and dramatic musical
flourishes to set Gilis’ poem. The tempo marking is mouvement modéré (tempo moderato) and is
written in the historically “dramatic” key of D minor. Caillebotte’s setting of the text
corresponds directly with the scenic changes and emotional shifts of the story line. Unlike the
through-composed “Le Nuage,” the musical form is A B C A’ B’ C’. The A (mm. 1-14) and B
(mm. 14-26) sections are comprised of the first two stanzas. These contain compositional
material similar to that of the fourth (mm. 47-59) and fifth stanzas (mm. 59-72). The third and
sixth stanzas are respectively attributed to the C (mm. 27-47) and C’ section (mm. 73-97), which
works as a refrain.
Caillebotte begins section A in D minor which transitions to A minor at m.14 through a
series of traditional chord movements: D minor (m.5), G minor 7 (m. 5), C major 7 (m. 7), F
major (m. 8), D minor (m. 9), A minor (m. 10), G minor (m. 11), C sharp diminished 7 (m. 12),
B diminished 7 and E major (m. 13). At this point section B is punctuated with a change in meter
of 4/4. Midway through the stanza, at m. 19, a shift occurs returning to the original 3/4 time
signature assisted by a harmonic change to A major (dominant of D minor). The note A
maintains its presence, functioning as a dominant pedal in the bass through mm. 22-26. The
dominant resolves as the left hand descends in scale tones of Bb-A-G- F-E-D landing on the
tonic of D minor at the beginning of m. 27.
Measure 27 marks the first refrain (section C) in D minor. Caillebotte employs the most
complex harmonies as well as the most condensed accompaniment for this section of the poem.
The text is the most impassioned, therefore the piano part joins the woman in her desperate quest
of saving her marriage. Tremolos and chromatic parallel octaves of the piano accompaniment
texturally paint the woman’s burning desire. Through a series of rapid chord changes: F major

192

(m. 30), G minor (m. 33) A major 7 with flatted 9th (m. 34) D major (m. 34) and chromatic
passing tones in the bass at m. 35- 37, Caillebotte arrives at the dominant pedal at m. 38 which
ignites the closing material of this section. The dominant pedal (A major) resolves to D minor’s
parallel harmony, D major (m. 41). Supporting the text that is the most blatantly sexual,
Caillebotte illuminates the passage dramatically with the scintillating D major color. D major
turns to D minor with assistance of the lowered 3rd found in the vocal line at m. 47, overlapping
with the material of Section A’.
A’ section’s harmonies are duplications of the music of section A. Section B’ begins
similarly to the music of section B. However, as the text regarding the mistress starts to unfold,
Caillebotte modifies the rhythms of the vocal line and music of the piano accompaniment (mm.
59-62). The dominant pedal tone (mm. 67-71) drives the section to a close while supporting the
lowest notes of the vocal line, A4 (m. 72). The harmonic resolution of this section overlaps with
the downbeat of the C’ refrain at m. 73. With optional modifications of the vocal line, the C’
material stays consistent with the music of section C.
Caillebotte’s harmonies are heavily chromatic, and he uses the colorings of 7th and 9th
chords to transition the harmonies and dramatic emotion of the text from one section to the next.
The vocal range spans two octaves, A4 to A6, requiring a lyric soprano or mezzo soprano with
dramatic resonance. The vocal phrasing with high peaks, long lines and heavy chromaticism, is
the most lyrical that we have seen thus far in these melodies. With Caillebotte utilizing dense
musical textures and dramatic doubling of the voice in the piano part, one can imagine an
orchestra accompanying the well-defined thematic vocal line. Theatrical elements are present in
this mélodie with the woman addressing her lover directly and text painting of the calls of the
Muezzin (mm. 14-17). These brief examples help equate this mélodie to the characteristics of an
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operatic aria. Caillebotte composes this work in such a grandiose fashion, that it would be very
easy to imagine it as one of the arias sung by the lead soprano in an opera.
Analysis
The piano open with a dotted figure that chases itself in canon down the keyboard,
outlining a diminished seventh chord and coming to rest abruptly on a cadential 6/4 in the home
key, D minor followed by an even more dramatic V7, setting the stage for the action. (Ex. 3f–1).

Example 3f–1. Introductory rhythmic motif of dotted sixteenth eighth notes leading to a
half cadence (mm1-4).
The vocal line enters at measure 4 as an anacrusis to measure 5 and establishes the D
minor tonality with notes A to D. This vocal entry marks the first appearance of the theme of
“attente” (waiting, or expectation) while the left-hand accompaniment continues with the
introductory rhythmic motif. It continues until m. 8, arriving on the note A, the dominant of D
minor. Caillebotte once again uses the main theme only to reinforce the main topos of the poem.
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The “attente” theme consists of a rising perfect 4th followed by a three-note ascending figure;
both of these elements will recur throughout the song. This contouring which is juxtaposed
against the rhythmic motif of the bass line, could be used to reflect the throbbing desire of the
woman towards her husband while her heart pounds away in desperation. (Ex. 3f–2).

Example 3f–2. The “attente” theme with a contouring of a rising 4th followed by three ascending
notes concluding on the note A, the dominant of D minor. The theme is juxtaposed against the
rhythmic motif of the bass line (mm 4-8).
At m. 8 the right hand part in the piano is comprised of a secondary theme, which is later
restated in the refrain. This theme signifies the “husband” for these same pitches and rhythms are
later seen a mm. 30-31 on the text “O mon epoux, o mon amant(O my husband, o my lover).The
“attente” theme is often paired with a musical response of the theme of the “husband.” Both the
“attente” theme and “husband” theme begin with a rising perfect 4th. The “husband” theme is
followed by a six-note descending scale in triplets. This may indicate that the hopeful ascending
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figure found in the “attente” theme of m. 5 is thus “negated” by the descent of the “husband”
motive in m. 8. (Ex. 3f–3).

Example 3f–3. “Husband” Theme (m. 8).

In measure 14, a new meter (quadruple meter) and new musical motifs are introduced.
Oscillating between A minor and F lydian (both of which contain a B-natural), Caillebotte
presents what a Western characature of Arabic scales. The vocal line and piano are presented in
question-and-answer phrases (foreshadowing the “husband” motive) – and referencing the call of
the muezzin from afar (mm. 14-18). (Ex. 3f–4). Here, one can imagine that Caillebotte
envisioned a wind instrument such as a flute or oboe playing the motifs of the muezzin’s. The
vocal line’s echo of the accompaniment may be seen as the echo of the voice of the muezzin,
standing in the hills and calling his people to prayer. The sixteenth-note pattern, along with the
marking augmentez un peu (augmenting a little), provides a sense of urgency and anticipation of
what is to come.
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Example 3f–4. Call-and-response motivic gestures of muezzin. (mm. 15-18).
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At mm. 18-20, as the prayers rise up to Allah (“Appelant au lieu saint, Les fils d’Allah
pour la prière” [Calling to the holy place /Allah’s sons for the (evening) prayer]), the vocal line
also rises, in an ascending scale from F4 to E5 that is carried through, briefly, in the upper voice
of the right hand piano accompaniment (Ex. 3f–5).

Example 3f–5. Ascending vocal line and right-hand piano part representing the rising prayers
intended or Allah (mm. 18-20).
As the prayers are being raised to Allah, the voice and piano (mm. 19-21) feature subtle
variations of the three ascending tones of the “attente” theme. Caillebotte prepares the arriving
text, “Tout est calme au désert, Tout est calme sur terre” (Everything is calm in the desert,
everything is calm on earth), with a dynamic transition from mf to diminuez (get softer). The
feeling of calm settles in as a rhythmic rallentando unfolds; sixteenth-note groupings are mixed
with eighth notes and finally half notes and quarter notes. Caillebotte marks plus lent (more
slowly) (m. 23) over a dominant pedal tone, ushering in the stillness of evening. The
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accompaniment is very soft (p to pp), adding to the feeling of peacefulness. However, a true
sense of peace cannot be had, for Caillebotte sets the vocal line to the notes A4 and E 4 (the
dominant tone and its 5th) giving us a peek into the unsettling and painful ambiance that governs
the overarching sentiments of the mélodie. (Ex. 3f–6).

Example 3f–6. Variations of the “attente” theme’s three ascending notes (mm. 19-21).
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At m. 26, the “attente” theme returns in D minor. This time it appears in the right hand of
the piano functions as a countermelody. As mentioned earlier the notes of the “husband” appears
in the vocal line (mm. 30-31) and underscored with the text sung by the woman; literally “O mon
epoux, mon amant” (O my husband, O my lover). The two themes continue on intertwining in a
sensual duet (Ex. 3f–7) reinforcing the woman’s hope that he will return. The two lines are able
to clearly execute for Caillebotte adds mid-range tremolos mimicking the bowing movement of
low string instruments.

Example 3f–7. “Attente” theme played in the right-hand piano part, and vocal line, sung
by the woman, exposes the “husband” theme. The two lines continue on in duet (mm.27-32).
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At m. 33-34, Caillebotte introduces a short motivic gesture in a rising and falling contour.
The intervals that rise are representing the woman’s hope and rise of passion, whereas the
descending notes that follow represents the man’s rejection and the woman’s inevitable loss of
hope. (Ex. 3f–8). Modifications of this gesture are repeated throughout this section (m. 38, righthand piano part, m. 39, vocal line and piano part, m. 40 vocal line and piano part in contrary
motion) and are essentially a merging of the to two themes.

Example 3f–8. Motivic gesture in a rise and fall contour representing the woman’s hope
and the husband’s rejection (mm. 33-36).

Guided by the text that describes the build-up of the woman’s burning desire, Caillebotte
moves away from traditional harmonic progressions and issues heavy chromaticism in ascending
scales of the right-hand piano part and descending chromatic passing tones in the bass (mm. 35201

36). The vocal line at m. 35 is set in the lower mid-range of the voice. The note setting of the text
“brûle” (burns) is hidden in the thick, rising (like rising flames) texture of the chromatic scale of
the right-hand and tremolos of the left-hand accompaniment. (Ex.3f–9). The
crescendo/decrescendo nuance reflects her growing and burning desire.

Example 3f–9. The text “brûle” (burns) hidden in the “smoky haze” of the chromatic
scale (m. 35).
The descending major interval (spelled as F-double sharp to D# notes m. 36) is set to the
text “sens” (senses). The woman’s need is visceral and all sense of rational falls to the wayside,
as she exclaims “Je te veux” (I want you [in the most carnal way]). Caillebotte sets these words
in the lower part of the soprano voice and is marked forte. Use of chest resonance is
recommended to access more volume as well as adding a more “throaty” or “raw” vocal
coloring.
The climax of this section is at mm. 38-39. The vocal line soars upward (reflecting once
again the woman’s hope) to the F-sharp 5 on the words “viens, je t’aime” (come, I love you) over
the accompaniment’s dominant pedal and left-hand tremolos. The accompanist’s right hand
doubles the voice in m. 39, while the inner voices provide harmonic and rhythmic momentum
towards a cadence in D major. (Ex. 3f–10). This type of writing presents Caillebotte’s talent of
creating full and orchestral coloring in his mélodies.
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Example 3f–10. Doubling of the vocal line by the piano right-hand.

Once Caillebotte introduces D major in m. 41, bringing in the color of the raised third of
the scale, the tempo increases dramatically (le double plus vite [twice as fast]) introducing a
secondary climax to this section. The wife repeats her words of desire, lust, and love against a
syncopated rhythm in the accompaniment. Caillebotte sets the prosody in this section in an odd
manner. He applies a strong beat to the unaccented syllable of the word “brûle” (burn) and
“t’aime” ([I] love you). He reorders the phrases of Gilis’ original text: “Je te veux, viens, viens,
je t’aime” becomes “Ah! viens, je t’aime! Je te veux, je te veux, viens, je t’aime” (“I want you,
come, come, I love you” becomes « Ah, come, I love you! I want you, I want you, come, I love
you!”)
To create emotional and dramatic build up, the vocal line at measure 41-43 climbs the
scalar intervals leading up the to the tonic. The slurred groups of sixteenth notes paint a dizzying
frenzy of desire with the accelerated up and down contouring. (Ex. 3f–11)
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Example 3f–11. Rising D major scale tones of the vocal line and groupings of
slurredsixteenths evoking dizzying desire (mm. 41-44).
The woman is still hoping that she will in the end have her husband back, but the
descending intervals set on destabilizing off-beats of the text “Je te veux, je te veux” (I want you,
I want you) (mm. 44-45) display her insecurity and expose what her subconscious is truly
feeling—a loss of hope. The final line of this section “viens, je t’aime!” (come, I love you) is set
in the mid- range of the voice. The hopeful F# of the D major tonality has now been lowered to
F-natural only to be meet by reverberated whispers of a hushed “attente” theme in the piano
accompaniment (m. 47). (Ex. 3f–12).
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Example 3f–12. Descending vocal line representing loss of hope of the text “Je te veux,
Je te veux, viens, je t’aime” (I want you, I want you, come, I love you) (mm. 44-46). D minor
appears at m. 47 with the flattened third (F natural) of the vocal line while reverberated whispers
of “attente” are played in the accompaniment (mm. 47-48).
A’ begins at m. 49, in D minor with the entrance of the vocal line. Realizing her displays
of love and affection are not being received, the woman tries to convince her husband to return
by employing a different psychological strategy. The words of the woman turn to insulting and
disdainful text: “Oh Mohamed, lion dédaigneux,/ De moi tu détournes les yeux” (O Mohamed,
disdainful lion,/ You turn your eyes away from me). These words are set to the theme of
“attente” and accompanied by the dotted-rhythm motif (mm. 50-53) that was introduced in
section A (m.5-9) in the bass. Just like in the beginning, the “attente” theme receives the
“rejection” of the “husband” theme at m. 53. It seems that no matter what she says, the husband
will not acknowledge her nor give himself over to her.
At m. 53- 56, as berating her husband for dreaming of his mistress, the vocal line rises to
where the voice is naturally resonant, F5 and G5, on the text “Tes sens, tes sens rêvent d’une
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infidele” (Your senses, dreaming of an infidel). The piano part responds with the motivic
descending gesture of “rejection” (m. 56-57) driving the final nails into the coffin of hope for the
woman. She in turn states, “Tes désirs s’excitent pour elle” (Your desires arise for her) on a
descending vocal line. (Ex. 3f–13).

Example 3f–13. The woman’s text set to high notes evocative of crying out to her
husband (mm. 54-56) which is met to the descending motif of “rejection” in the piano
part (mm. 56-57). She responds in a broken-spirited descending vocal line “Tes désirs
s’excitent pour elle” (Your desires arise for her) (mm. 56-58).
The sixteenth-note question-and-answer motifs of the Muezzin’s call to prayer
that was once found in section B (mm. 14-18) are not found here for they are no longer a
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part of the musical story. At m. 59, the A minor and F lydian modality is maintained.
However, the vocal line that now executes the description of the husband’s mistress (“Tu
veux ses blonds cheveux et sa peau sans couleur” [You want her blond hair and her
colorless skin]) is sung in triplets, thereby slowing down the presentation of the text,
making it more intentional, pointed and driven.
The woman’s text “oubliant ma tendresse” (forgetting my tenderness) is set to a
rising (hopeful) and falling (hopeless) long lyrical phrase in the vocal line and
accompanied by similar motivic gestures in the accompaniment. Caillebotte deviates here
from what he did in section B (mm. 18-20), by continuing through the note E4 with the
reemphasized repetition of text (mm. 63-66) and supported by similar hopeful and
hopeless musical gestures in the piano accompaniment. The word “tendresse”
(tenderness) is set to an A major tonality, brightening up the A minor color in previous
measures. (Ex. 3f–14a and 3f–14b).

Example 3f–14a. Section mm. 18-20, vocal line stops after “prière” (prayer)
(m19)being compared to B’ (Ex. 3f-14b).
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Example 3f–14b. Vocal line rising on the text “oubliant ma tendresse” (forgetting
my tenderness), continuing through E4 in a falling contour, accompanied by similar
hopeful/hopeless musical gestures in the piano (mm. 62-68).
At m 67 the dominant pedal is brought back to close out the B’ material. The viio7 (Csharp diminished 7) of D minor is mixed with the bass dominant pedal of the accompaniment. In
mm. 67- 72, the vocal line executes the most horrific text, (“Oh! Je voudrais avec ivresse, Sur ta
lèvre aspirer tout le sang de son cœur!” [Oh, I wish with drunken abandon to take from your lips
all the blood of her heart!]) as it expands through stabbing dotted eight and sixteenth note
rhythmic gestures to the two extremes of the dramatic soprano vocal range. She sings G5 to A3
in the span of five measures. (Ex. 3f–15). The technical aspects of the vocal apparatus must be
utilized in a way to create a full voiced high G that quickly descends to a secretive, chesty, and
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threatening whisper-like quality on the low A. Caillebotte offers an alternative to the lower notes
and the singer must choose which line is best for theatrical presentation, while maintaining vocal
health.

Example 3f–15. The woman’s text set to “stabbing” dotted eighth-sixteenth-note rhythms
in a descending vocal line, representing her collapsing hope (mm. 66-72).
The return of the “attente” theme igniting the final refrain (C’) occurs at the anacrusis to
m. 73. The plus lent (more slowly) tempo marking is paired with the return of the “attente”
theme in the piano part. This time the theme is played in the higher register of the piano,
matching the range of the vocal line and the intensity of the heartbreak of the woman. The
“husband” theme returns at m. 75 in the vocal line. As before, it is juxtaposed against the
“attente” theme. The C’ section is almost identical to C, though Caillebotte suggests a high Anatural for the soprano at m. 84, thus emphasizing a more dramatic statement of the refrain. The
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alternate note of F-sharp is maintained as a choice. Again, the soprano should make her choice
based on which will give the most effective dramatic presentation.
The closing material of the B section (m. 87) is again marked le double plus vite (twice as
fast). The vocal line is insistent against the syncopation of the piano accompaniment. There are,
however, more musically nuanced markings in this section. Caillebotte indicates a long diminuez
(get softer) and rallentando (slow down) at m. 90, giving the singer some freedom with
interpretation. The final “Je te veux” (I want you) and “je t’aime” (I love you) can be extended
for dramatic effect. The soprano might sing these last words in a moribund manner. This would
indicate that the woman’s waiting is, alas, in vain. The “attente” theme materializes again at m.
93 with a return to premier mouvement (first tempo). The theme is in the lower register of the
piano and continues to descend into the lower octaves in D minor, evoking the continual loss of
hope and extinguishing elements of the woman’s burning desire. The last two measures recall the
introductory material, however with an acceleration overlapping repeated rhythmic motifs. These
dotted eighth-sixteenth rhythmic motifs bring us full circle. (Ex. 3f–16). The listener is left to
ponder the question: does the husband return, or does the woman relive the same story again?

Example 3f–16. Closing material of the “attente” theme and rhythmic motif (mm. 93-97).
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Conclusion

Martial Caillebotte’s music fell into obscurity for almost a century after his death (1910).
At the end of the 20th century, Parisian musicologists and musicians began to unearth Martial
Caillebotte’s music, and programmed performances of his choral and symphonic repertoire.
Caillebotte’s musical contributions have been thoroughly outlined here through this scholarly
research. This dissertation advocates for Caillebotte’s full insertion into its rightful place in 19th
century French repertoire. Evidence has been provided to highlight Caillebotte’s skilled and
imaginative compositional techniques. Historical documentation and citations have revealed an
active composer whose works were programmed with the most prominent French composers of
the Belle Époque. Caillebotte’s studies at the Paris conservatory produced an individual with an
advanced knowledge of counterpoint and harmony. As is seen in the music of his better-known
contemporaries, Henri Duparc (1848–1933), Jules Massenet (1842–1912) and Ernest Chausson
(1855–1899), Caillebotte’s usage of thematic material was influenced by Wagner’s leitmotivic
techniques, but this was done in his own distinctive style.
The analytical essays on Caillebotte’s six mélodies for voice and piano presented in
chapter 3 are just the beginnings of a larger body of research and scholarly presentations. The
acceptance of this document as academic research will help to inspire other writings and
performances of Caillebotte’s music, and further analyses of his works that have not yet been
covered. For a composer of this caliber, of whom so little is known, this could almost represent
a lifetime project.
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Appendix A

List of Recordings of Martial Caillebotte’s Music and Reviews
1. Mario Hacquard, baritone, and Claude Collet, piano, Mélodies Françaises oubliées,
Alienor 1075, 1997, CD.
Songs by Caillebotte (“Le Nuage,” “Mignonne, allons voir si la rose,” “Chanson,”
“Sonnet”), Neuville, Bruneau, Durey, Tomasi, and Hubeau.
2.

Martial Caillebotte, Messe Solennelle de Pâques for choir, soloists, trumpets, trombones,
harp, and organ), Mathilde Vérolles, soprano; Patrick Garayt, tenor; Éric Martin-Bonnet,
bass; Mathias Lecomte, organ; Chœur Régional Vittoria d’Île-de-France; Orchestre
Pasdeloup; Michel Piquemal, conductor. SISYPHE020, 2012, CD.

Reviews:
Télérama: ffff
Diapason: Four stars
Thierry Hilleriteau, "Les Caillebotte en musique," Le Figaro, January 3, 2013.
“Martial [Caillebotte] n’était pas que le “frère de” mais le descendant d’une
réussite sociale et familiale unique……..[Cette messe] témoigne déjà d’une architecture
fastueuse typique des ouvrages de la fin du XIXième siècle français, et d’un talent
d’orchestration très affermi loin du cliché de musicien amateur dont souffrit Martial
Caillebotte au sein de sa propre famille ……….L’écriture harmonique, parfois massive
mais oscillant entre audace germanique et raffinement à la française, évoque d’ailleurs
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autant ses études de conservatoire dans les classes de Dubois et Marmontel – que sa
fascination pour Wagner”.162

[Martial (Caillebotte) was not only “the brother of,” but the descendant of unique
social and familial success. . . . [This mass] already testifies to a sumptuous architecture,
typical of the works from the end of the 19th century in France, and a talent for
orchestration that is very refined far from the cliché of amateur musician [a reputation]
from which Martial Caillebotte suffered within his own family. . . . The harmonic
writing, sometimes massive but oscillates between audacious Germanic style and the
refinement of the French style, evokes as much his studies at the conservatory in the
classes of Dubois and Marmontel – as his fascination for Wagner.]

Alain Cochard, “Michel Piquemal dirige la Messe Solennelle de Martial Caillebotte,”
ConcertClassic.com February 6, 2013.
Né de la plume d’un ancien élève du Conservatoire de Paris, l’ouvrage méritait
amplement la résurrection dont il bénéficie aujourd’hui. La partition séduit par son
lyrisme, son souffle, sa riche orchestration et, offre par ailleurs un témoignage intéressant
sur l’influence de Wagner en France. 163

Thierry Hilleriteau, “Les Caillebotte en Musique. Une “Messe” inédite lève le voile sur
l’œuvre musicale de Martial, petit frère du peintre et mécène Gustave Caillebotte,” January 3,
2013, https://www.lefigaro.fr/musique/2013/01/03/03006-20130103ARTFIG00323-lescaillebotte-en-musique.php. Accessed April 3, 2017.
163
Alain Cochard, “Michel Piquemal dirige la Messe Solennelle de Martial Caillebotte- Dieu et
Wagner” February 6, 2013, https://www.concertclassic.com/article/michel-piquemal-dirige-lamesse-solennelle-de-martial-caillebotte-dieu-et-wagner. Accessed April 3, 2017.
162
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[From the pen of a former student of the Paris Conservatory, the work amply
deserves the resurrection from which it benefits today. The score seduces with its
lyricism, its breath (phrasing), its rich orchestration and furthermore offers an interesting
testimony on the influence of Wagner in France.]

3. Martial Caillebotte, Dies Irae, Une Journée, Psaume 132 (for choir, soloists, narrator, and
orchestra). Karine Deshayes, mezzo-soprano; Clémentine Morgane, mezzo-soprano;
Philippe Do, tenor; Éric Génovèse, narrator; Chœur Régional Vittoria d’Île-de-France;
Orchestre Pasdeloup; Michel Piquemal, conductor. Hortus 117, 2014, CD.

Reviews:
Nicolas Mesnier-Nature, “Révélation de Martial Caillebotte par Michel Piquemal,”
Resmusica Musique Classique et Danse, March 8, 2015.
Et c’est comme on pouvait s’y attendre une révélation musicale jumelée à une
immense réussite…Notre surprise la plus grande viendra pourtant de Une journée, très
étonnantes et modernistes “scènes pour orchestre et chœur” qui mêle la poésie de
Edouard Blau (1836-1906) destinée à entrer dans les tableaux que peint la musique. Les
textes lus par Éric Génovèse, sociétaire de la Comédie-Française, s’inscrivent
parfaitement dans cette ambiance musico-littéraire unique. . . . Écoutez et conservez
précieusement ce enregistrement vers lequel vous reviendrez souvent en attendant
vivement la suite. 164
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Nicolas Mesnier-Nature, “Révélation de Martial Caillebotte par Michel Piquemal”, March
2015, https://www.resmusica.com/2015/03/08/revelation-de-martial-caillebotte-par-michelpiquemal/. Accessed April 3, 2017.
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[And it is as you would expect a musical revelation mixed with a huge success
…Our biggest surprise however, comes from Une Journee, very astonishing and modern
“scenes for orchestra and chorus” which mixes the poetry of Édouard Blau (1836-1906)
destined to enter into the tableaus that paint the music. The text read by Éric Génovèse,
member of the Comédie Française, fits perfectly into this unique music-literary
ambiance. . . . Listen and preciously preserve this recording, which you will often return
while eagerly waiting to hear what is to follow.]

Jacques Freschel, “Martial, l’autre Caillebotte, Martial Caillebotte, le “frère oublié”: un
formidable musician exhumé grâce à Michel Piquemal!” Zibeline, August 25, 2015.
“Les musiciens récidivent avec bonheur, et trois œuvres magistrales, puissantes et
originales, composées dans les années 1880: son immense Dies Irae, rehaussé par les
voix solistes de la mezzo-soprano Karine Deshayes et du ténor Philippe Do. Un poème
symphonique intitulé Une journée, prenant la forme d’un “mélologue” à la Berlioz,
alternant des poèmes (récitant Éric Génovèse de la Comédie Française) et des scènes
musicales les illustrant (où se niche un formidable solo de violoncelle). . . et le Psaume
132, louant avec majesté et lyrisme (la mezzo-soprano Clémentine Margaine s’y glisse
avec félicité) l’esprit de “Fraternité,” valeur essentielle aux yeux des Caillebotte (le 3ème
frère Alfred était le curé de Notre-Dame de Lorette à Paris où ont été créés l’opus et
la Messe solennelle de Pâques). Un de ces disques essentiels qui ressuscitent, avec talent,
des trésors oubliés de notre patrimoine!” 165
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Jacques Freschel, “Martial, l’autre Caillebotte, Martial Caillebotte, le “frère oublié :” un
formidable musician exhumé grâce à Michel Piquemal!” August 2015,
https://www.journalzibeline.fr/critique/martial-lautre-caillebotte/. Accessed April 3, 2017.
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[The musicians happily do it again, and three masterful works, powerful and
original, composed in the 1880s: his immense Dies Irae, lifted up by voices of the
soloists, mezzo-soprano Karine Deshayes and tenor Philippe Do. A symphonic poem
entitled “A Day,” takes the form of a “melodrama” like that of Berlioz, alternating poems
[narrated by Éric Génovèse from the Comédie Française] and musical scenes illustrating
the poems (within which is a wonderful cello solo). . . And the Psalm 132, soaring with
majesty and lyricism (the mezzo-soprano Clementine Margaine slips in with
congratulatory declamation) the spirit of "Brotherhood", an essential value in the eyes of
the Caillebotte family (the third brother, Alfred, was the parish priest of Notre-Dame de
Lorette in Paris where this opus and the solemn mass of Easter were premiered). An
essential disc which revives with talent, the forgotten treasures from our heritage!]

4.

Martial Caillebotte, Messe Solennelle de Pâques, (re-edited version for choir, soloists, full
orchestra, and timpani). Mathilde Vérolles, soprano; Patrick Garayt, tenor; Eric MartinBonnet, bass; Mathias Lecomte, organ; Chœur Régional Vittoria d’Île-de-France; Orchestre
Pasdeloup; Michel Piquemal, conductor. Hortus 134, 2016, CD.

Interview:
Michel Piquemal, interview with Cécile Bertholot, “Chœur Régional Vittoria d’Île-deFrance,” in Cadences, no. 299, December 2016. (Quote from Michel Piquemal, director
of Chœur Vittoria)
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“Pour ce qui est de Caillebotte, on pense surtout à son frère, mais Martial n’était
nullement un musicien du Dimanche, un compositeur du dimanche. Il a étudié la
composition au Conservatoire avec Théodore Dubois ou encore le piano avec Marmontel
qui était le professeur de Debussy. Son harmonie et son contrepoint s’avèrent très riches,
peut- être même plus que ceux de Dubois. Nous ressortons la Messe en incluant la partie
de timbales qui, à l’origine, était absente. Cet ajout apporte automatiquement une
profondeur, une intensité supplémentaire.” 166

[As regards Martial Caillebotte, we think mostly of his brother, but Martial was
by no means a “musicien de Dimanche” (i.e. an amateur composer). He studied
composition at the Conservatory with Théodore Dubois as well as the piano with
Marmontel, who was Debussy’s professor. His harmony and counterpoint turn out to be
very rich, perhaps even more rich than that those Dubois. We re-released the Mass to
include the timpani parts, which not included in the original recording. This addition
automatically brings a depth and supplemental intensity.]

166

Orchestre Pasdeloup, “ Chœur Régional Vittoria d’Île-de-France, December 2016,
http://www.concertspasdeloup.fr/IMG/fck/images/presse/Pasdeloup_Cadences299_disquesVittor
ia.pdf. Accessed May 12, 2020.
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Appendix B

21st Century Concerts, Recitals and Lectures on
Martial Caillebotte and His Music

(Unless otherwise noted, all performances took place in France.)
1. Recital: “Autour de Martial Caillebotte,” the Caillebotte property, Yerres, February 7,
1999. Benoît Riou, baritone; and Sandra Boyer, piano. Works presented: Mélodies
(“Chanson” and “Sonnet”) and piano solos (“Airs de Ballet” no. 2 and “Grande Valse”).
2. Recital: “L’intégrale des mélodies de Martial Caillebotte,” the Caillebotte property,
Yerres, November 26, 2000. Florine Olivier, soprano; Alain Giron, tenor; Benoît Riou,
baritone; Anne-Sophie Morillon, narrator; Sandra Boyer, piano. Works presented (21stcentury premieres): ten mélodies (“Sérénade,” “Mignonne, allons voir si la rose,”
“Chanson,” “Sonnet,” “Le Nuage,” “Attente,” “La Fuite,” “À Lydie,” “Le Soupir du
More,” “ La Fiancée du Timbalier”); “Les couplets de Don Etur,” aria from opera Don
Paez; excerpts from scène lyrique Les Deux Cortèges, and “Airs de Ballet” nos. 2 and 4
for solo piano.
3. Recital: “Musique de Martial Caillebotte,” Caillebotte property, Yerres, June 4, 2004.
Florine Olivier, soprano; Benoît Riou, baritone; Sandra Boyer, piano. Works presented:
“Chanson,” “Sonnet,” “Les Couplets de Don Etur” aria from the opera Don Paez, and
excerpts from scène lyrique Les Deux Cortèges.
4. Three concerts: Messe Solennelle de Pâques (21st-century concert premiere), Abbaye aux
Dames, Saintes, November 6, 2010. Église Saint Martin, Pons, November 7, 2010; Église
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Saint-Georges d’Oléron, Saint-Georges d’Oléron, November 9, 2010. Yaroslava DautrySchevlyuga, soprano; Corinne Bahuaud, alto; David Tricou, tenor; Fabrice Maurin,
baritone-bass; Le Grand Chœur de l’Abbaye aux Dame de Saintes; Grand Chœur de
l’Abbaye aux Dames de Saintes Orchestra; Michel Piquemal, conductor.
5. Recital: “Dans L’intimité des frères Caillebotte Peintre et Photographe,” in association
with an exhibition Dans l’intimité des frères Caillebotte Peintre et Photographe, Musée
Jacquemart-André, Paris, May 25, 2011. Benoît Riou, baritone; Michel Geoffroy, piano.
Works presented: two mélodies, “Sonnet” and “Chanson,” “Les Couplets de Don Etur,”
aria from opera Don Paez, and Airs de Ballet nos. 2 and 4 for solo piano.
6. Concerts: Messe Solennelle de Pâques, Église St. Eustache, Paris, February 15, 2013;
Théâtre CEC d’Yerres, Yerres, February 23, 2013. Mathilde Verolles, soprano;
Jacqueline Mayeur, alto; Patrick Garayt, tenor; Éric Marin-Bonnet, bass; Mathias
Lecomte, organ; Chœur Régional Vittoria d’Île-de-France; Orchestre Pasdeloup; Michel
Piquemal, conductor.
7. Concerts: Dies Irae and Psaume 132 (Ecce Quam Bonum (21st-century premiere), Église
de St Sulpice, Favières, June 16, 2013; Église de Lévis-Saint-Nom, Lévis- Saint-Nom,
September 20, 2013; Collégiale de Mantes-la-Jolie, Poissy, September 22, 2013.
Dominique McCormick, soprano; Arnaud Vabois, tenor; Mathias Lecomte, piano; Chœur
Régional Vittoria d’Île-de-France; Michel Piquemal, conductor.
8. Recital: “Caillebotte à Yerres167” in association with Journées des Jardins (exhibition
opening), the Caillebotte property in Yerres, July 20, 2014. Claire Leroy, soprano; Ronan

167

This exhibit featured Gustave Caillebotte’s paintings, as well as a display of his hand-crafted
boats.
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Meyblum, tenor; Benoît Riou, baritone; Michel Geoffroy, piano. Works presented: five
mélodies, “Sérénade,” “Chanson,” “Attente,” “La Fiancée du Timbalier,” “La Fuite”,
arias from the opera Don Paez (“Air de Don Paez,” “Couplets de Don Etur,” “Air de
Juana”), Airs de Ballet, nos. 2 and 4 for piano solo.
9. Concerts: Symphonic Poem Une Journée, Église Saint-Maurice-de-Bécon, Courbevoie,
October 11, 2015; Église Saint-Antoine-de-Quinze-Vingts, Paris, October 15, 2015. Eric
Lebrun, organ and Marie-Ange Leurent, organ, Chœur Régional Vittoria d’Île-de-France;
Michel Piquemal, conductor.
10. Lecture Recital: “Les Caillebotte, une aventure familiale au XIXème siècle: Martial et ses
frères,” Museum of Art and History Baron Gérard of Bayeux in Bayeux, May 8, 2015.
Benoît Riou, baritone; and Michel Geoffroy, pianist. Works presented: two mélodies,
“Chanson” and “Sonnet,” arias from the opera L’Enfant Prodigue (“Toi qui fuis le repos
de ton cœur” et “Il ne revient pas” [21st century premiere]), Grande Valse and Airs de
Ballet, nos. 2 and 4 for piano solo.
11. Concert: “Une Soirée Chez les Caillebotte,” Théâtre Pierre-Fresnay in Ermont, May 20,
2016 and Musée des Impressionnismes de Giverny in Giverny, May 28, 2016.168 Izabella
Wnorowska, soprano; Simon Solas, baritone; Boris Mychajliszyn, tenor; Thomas
Tacquet, piano; Chœur Régional Vittoria d’Île-de-France; Michel Piquemal, conductor.
Works presented: Dies Irae and Psaume 132 (Ecce Quam Bonum).
12. Concert: L’Enfant Prodigue and Le Désespéré (21st century premiere), Abbatiale de
Sylvanès in Sylvanès, August 15, 2016. Bénédicte Roussenq, soprano; Marion Lebègue,

168

This concert was given as part of the Festival Normandie Impressionist.
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mezzo-soprano; Boris Mychajliszyn, tenor; Nicolas Cavallier, bass; Jamal Moqadem,
piano; Ensemble Vocal Michel Piquemal; Michel Piquemal, conductor.
13. Concert: Psaume 132 (Ecce Quam Bonum), Dies Irae, Abbatiale de Sylvanès in
Sylvanès, August 16, 2016. Bénédicte Roussenq, soprano; Marion Lebègue, mezzosoprano; Boris Mychajliszyn, tenor; Nicolas Cavallier, bass; Le Grand Chœur du
Festival; Orchestre Contrepoint; Michel Piquemal, conductor.
14. Concert: Psaume 132 (Ecce Quam Bonum), Église Saint Thomas in Privas,169 July 7,
2017. Lucile Pessey, soprano; Luca Lombardo, tenor; Romain Dayez, baritone; Chœur
Régional Provence-Alpes-Côte-d’Azur; Orchestre régional Avignon-Provence; Michel
Piquemal, conductor.
15. Lecture Rectial: “Conférence-concert des oeuvres de Martial Caillebotte,” the Caillebotte
property in Yerres, September 16, 2017 and September 17, 2017. Benoît Riou, baritone;
and Michel Geoffroy, piano. Works presented: Mélodies (“Sonnet,” “Chanson,” “Le
Nuage,” “Le Soupir du More”), an aria from opera Don Paez (“Les couplets de Don
Etur”), Grande Valse and Airs de Ballet, nos. 2 and 4 for piano solo.
16. Concert: “Chez les Caillebotte,” Église Notre-Dame-de-Lorette in Paris, France,170
February 9, 2018. Morgane Kypriotte, soprano; Olivier Bresson, baritone; Eric Gervais,
tenor; Marie-Ange Leurent, organ; Thomas Tacquet, piano; Chœur Régional Vittoria
d’Île-de-France; Michel Piquemal, conductor. Works presented: Psaume 132 (Ecce
Quam Bonum), excerpt from opera L’Enfant Prodigue, and Airs de Ballet, nos. 1, 2, 3, 4,
and 5 for piano solo.

169

This concert was part of the 2017 Summer Festival in Privas.
Martial Caillebotte’s older brother, Alfred Caillebotte, was curate of Notre-Dame-de-Lorette
from 1875 to 1896.
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